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The dearth of scholarly works and appropriate f 

materials for the teaching of subjects in dance history led to the | 

request for support of this project. The aim of the project was to i 

review the materials in dance history from 1660 to 1880 in France and f 

England, to prepare a classification system within which the ' 

materials could be organized, and to collect selected primary I 

references, both literary and visual, into a source book which could i 

serve as a supplementary text for courses in dance history on the I 

upper division undergraduate and graduate levels The source book is J 

divided into 5 main sections: 1)The Baroque Ballet: French Academic I 

Classicism, 1660 to 1715; 2) The Transitional English School: from * 

Court to Middle Class Theater, 1660 to 1740; 3) Perfection Within j 

Convention: The Soloists of the French Academy, 1715 to 1760; 5 

4) Academicism versus Innovation, 1760 to 1800; and 5) Fin de Siecles, A | 

collation of various editions of historical works, more visual | 

references, and interpretations of historical notation systems need 
to be made available to further dance history educationi (DS) f 
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SUMMARY 



The aim of this project has "been to review the materials in dance 
history from l660 to ISOO in Prance and England, to prepare a classifi- 
cation system within which the materials could, be organized, and to 
collect selected primary references, both literary and visual, into a 
source book which co\iLd serve as a supplementary text for courses in 
dance history on the upper division undergraduate and graduate level. 

The bibliography accumulated in the compr^ensive search totals 
about 4000 items. Only about 75 per cent of these are properly indexed 
at this time. It includes graphic works as well as printed and manu- 
script sources, thou^ the stress has been placed on literary works and 
manuals in the specific period being studied. The classification system 
is outlined but not yet completed; the structure for the source book is 
to serve the purpose of that collection alone and is not intended as a 
master system. Finally, the source book is arranged in five sections, 
and includes portions from approximately 70 literary works. 




Ihe search for materials on the subject within the stated time 
period disclosed a volume of texts and illustrative materials which far 
exceeded esqpectations. Available bibliographies and holding catalogues 
of libraries visited in the course of the project do not by any means 
give an indication of the breadth or scope of these resources. The 
general subject, dance, does traverse many other arts, and, for example, 
volumes catalogued with a music classification may be devoted in sub- 
stantial part or exclusively to dance. Ihe same is true of theatre 
items. Sources dealing with the French Opera, to cite a specific 
exaiiple, would contain abundant information on costume accounts, per- 
formers, and dates of performance of the ballets produced in connection 
with the opera during this period. It is likely that such sources would 
not appear among the customary dance bibliographies. The present study 
collected many such items which serve to expand the available literature 
heretofore generally unknown and, therefore, unavailable to dance 
researchers. 

Selections from these materials have been made available to students 
at The Ohio State University, and samples are appended to this report. 

As teaching resources they fall into several general categories: l) 

manuals of dance instruction from 1700 to 17 ^ for use in the reconstruc- 
tion of dance notations of the period, 2) background materials which 
give incite into contenporary social customs, such as decorum, dance 
usages, and the place of dance in society, 3) histories, encyclopedia, 
dictionaries, and theoretical works, 4) libretti, bibliography, and 
6) prints and slides. 

These materials are currently in use at The Ohio State University 
at the Undergraduate and Graduate levels. Reconstruction and performance 
of early works is in progress and research into the literature is being 
carried on by students specializing in history and notation. A reper^sory 
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group of performers of ear3y techniques is in the process of being fomed. 
Another group of students are engaged in "translating” the historical 
reconstructions into Lahanotation, a modem system of notating movement 
which is readable by a wide range of dance students. 

As these materials become more generally known and used by students 
and researchers in the field, the subject of dance history will gain in 
substance and depth and find a place alongside musicology and theatre 
history. Dance historical literature will be greatiy extended, original 
sources will be consulted rather than the present inadequate historical 
studies, and authentic reconstructions of historical dances will be 
inco 3 ?porated into modem operatic and theatrical performances. 



IIUTRODUCTION 




THE PRESENT STATE OF THE HISTORY OF DAHCE 

The dearth of scholarly works and appropriate materials for the 
teaching of subjects in dance history led to the request for support 
for this project. The proposal stated that secondary references were 
in the nature of abbreviated sxuveys of inteiest to the dance enthusiast 
and layman, and of no practical use to the student. This continues to 
be the case, hut for a very few works. The student must have more 
specific and precise information and less supposition. The research 
scholar reqidres exact references and details rather than generalizations. 

Recently, more volumes have appeared which continue the tendency 
of unvalidated generalization and pretty anecdote; e.g., in 1963> Agnes 
DeMille*s, The Book of the Dance ; in 1964, Ferdinando Reyna’s, A Concise 
History of Ballet ; in 1967a Walter Sorell’s, The Dance Tfarou^ the Ages . 
These works have a general appeal hut are, frankly, inaccurate. In aH 
three, the illustrations are sumptuous, and it is in these pictures 
that the subject is hrou^t to 3Life. The historical material is untrust- 
worthy and of no value to the student, who must he expected at this 
inportant point in the development of an historical awareness of dance, 
to prohe deeply into the subject, to clarify and disrupt old legends. 

An example is the continuously repeated anecdote that Camargo was the 
first to perform the entrechat quatre (Sorell, 125; Kirstein, The Dance , 
207, etc.) around 1725. It is noted very specifically in an English 
version of Feuillet’s Chorigraphie , (P. Siris, The Art of Dance , London, 
1706, p, 33) that the entrechat could he performed with "‘two, three or 
four” crossings of the feet ”en I’air ”. 

While the picture hook survey has abounded, there have been other 
notable works which have approached the subject Tdth more serious care. 

One is that of Joan Lawson (A History of Ballet and its Makers , Pitman: 
London, 1964) which is a well-written and thorou^ survey. The author 
discusses the background which accounts for stylistic changes and the 
complexities of ballet before 1700, and attaches a small but excellent 
bibliography to each section. There is some inaccuracy in dating, 
and there are no footnote references to exact location of quoted material, 
but so far it appears to be the best general text on the subject of 
ballet for the period 158I to the present. The lack of specific 
references suggests that Miss Lawson and perhaps others are secretly 
guarding their primary materials for fear of scholarly competition. 
Another beautiful and recent publication is that of the late Lillian 
Moore; The Images of the Dance r a kind of catalogue of selected 
graphic materials in the Lincoln Center Dance Collection. The book is 
not intended to be an historical study, but it gives many specific facts 
and excellent analyses of historical illustration. 
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specialized studies have appeared recently which show a new concern 
for careful scholarly docmentation and detailed analysis. Two volmes 
in a series by the Centre National are excellent: Margaret McGowan’s 
L’Art du Ballet de Cour en Franc e ^ 1^8l-l643 » Paris, 1963j and later, 
Marie-Francoise Christout’s Le Ballet de Cour de Louis XIV , 1643-1672 , 
Paris, 1967. Each contains a most detailed bibliography which indicates 
for the first time in accessible fom the vast extent of material re- 
lating to the subject in a relatively limited period. In layout and ex- 
cellence these works resemble the magnificent volume on Giacomo Torelli 
by Per Bj\arstrom, published in 1962, which deals with stage designs, 
most of which were settings for the luxuriant operas and ballets in 
Venice and Paris in the early and mid-l6th century. Julia Sutton’s new 
translation and annotations of the Arbeau Orcheso^aphy , published by 
Dover a little over a year ago, makes this well-known work readable in 
tanns of accuracy and danceable for the first time, in spite of numer- 
ous reprintings of this text in the past. Ivor Guest’s works on the 19th 
Century Romantic Ballet are excellent studies with accurate listings of 
reference materials and valuable chronologies for that period. 

In the category of bibliographies, the new two- volume catalogue of 
the collection of Doris Niles and Serge Leslie, published by C. W. Beau- 
mont ( 1967) , provides a much richer storehouse of materials than pre- 
viously available. The abstracts provided by the owners of the collec- 
tion are very helpful to the researcher. Peter Brinson’s Background to 
European Ballet , published in 1966, is a thorough survey of the ballet 
holdings in European archives. 



CURRENT NEEDS 

Recent activities in the subject indicate a new concern with his- 
torical problems, and a growing realization of the laurge and relatively 
untouched body of materials awaiting the dance researcher. Only recent- 
ly it was aimoTonced by Gregg International Publishers that ten rare 
18th century dance works in French, Italian, and English were being made 
available through reprints.* It would appear that studies in dance his- 
tory have just begun and will continue to grow in the coming years. The 
demands for scholarly works and access to original materials will un- 
questionably increase in the future. The task is enormous and the neces- 
sity for specialized and detailed scholarly studies pressing. Primary 
materials exist in great quantity and many are hot recognized for their 
worth and applicability to the field. These references must become 
accessible and many more original works made available for study by the 
advanced dance major student in accurate and annotated translation. The 

*These volumes were among those which I travelled East to see during the 
last two summers; portions of them will appear in the source book. Since 
they will now be available in the original, it will not be necessary to 
include the original French version along with the translation. 
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research scholar requires the original texts for study, comparison and 
evaluation, hut these do not readily reveal themselves in the traditional 
cataloguing systems, and are too frequently unobtainable in this coimtry. 
A documentary history or source book has a valuable place in introducing 
original works to the student. It should supply biographical informa- 
tion, pertinent illustrations (which so often tell more than a text), 
and a supplementary bibliography. Similar works, to docum^t every other 
major period of dance history, would be equally useful. 



EESULTS 



EEVIEWING THE SUBJECT AED COLLECTION OF MATERIALS 

The General Bibliography 

The review of historical materials in dance was approximately par- 
allel to the study of the classification structure althou^ the review 
was begun with a general survey of dance literature and visual materials 
available in this country. This study preceded somewhat the preparation 
of a classification system, although the two activities were never 
entirely separate. I had been familiar with the standard dance bibliog- 
raphies (Magriel, Beaumont) and recently reviewed the Niles-Leslie two- 
volume work mentioned in the foregoing section. I consulted also The 
Library of Congress Catalogues and the O.S.U. Union Catalogue of collec- 
tions in the Midwest. A bibliography of historical works, inclTiding 
both primary and secondary references and periodical articles is com- 
pleted. It Includes a wide range of general sources, and in sane areas, 
notably the ’basse danse,'* the references are vexy detailed. The card 
index alone, including the entries in this specialized study, total 
about 1^00 items. 



The Bibliography from l660 to IBOO 

In the search for materials of l660 to iBCX) in France and England, 
the inouiiy was expanded to the Britii^ Museum Catalogues; the New York 
Public Library Music Collection Catalogue, which formerly contained the 
nucleus of the present Dance Collection at Lincoln Center; and The Ohio 
State University Theater Collection. Numerous leads were followed into 
standard encyclopedias, such as the Enciclopedia della Spettacolo a the 
Grande Larousse , the Britannica a and so on. E. Avery and Van Lennep*s 
voluminous work on The London Stage was invaluable as a resource. The 
catalogues of the Bibliotheque Nationale were searched in several 
specific areas. Bibliographies in scholarly books in theatre, music 
and dance were another source of references. A further source was 
foreign book catalogues of sales of special materials in dance. Sothebys, 
and Ifan i^le Fletcher, both of England, and others such as Librarie 
Maurice Bridel, Lausanne, and Gamier Amoul, Paris, were among those 
studied. Every reference was noted, and later put on cards and filed 
according to date, grouped into 10-year spans. These references were 
later cross-filed under another author or artist, or Tuider title in the 
case of a ballet in which many artists were involved. In the case of 
festival books and libretti, when there were often several printings 
which may have included alterations or additions in the text, only a 
single reference is made; subsequent reprintings and alterations, if 
known, are noted below the initial reference. 



h 



Visual references were color-coded on blue cards, filed according 
to date, and later cross-filed according to artist or performer, or 
both, if known. The illustrative works in both primary and secondary 
sources were photographed whenever possible, and a contact print was 
affixed to the reference card in the lower right-hand comer. Of the 
total number of references (approximately 600), 75 are visual and 
entered as described above; the slides, which number approximately 125, 
are not yet catalogued in this manner. 



The Slide Collection 

In the process of surveying the literature and examining a wide 
variety of references, sometimes deliberately sou^t, sometimes dis- 
covered by chance, appropriate visual materials were noted and photo- 
graphic reproductions of them were made with my personal equipment. In 
some cases only a color transparency was made; in others, when the illus- 
tration seemed particularly good for print reproduction, a black and 
white negative was also made. The collection totals about 100 mounted, 
and approximately 2000 still-unmounted slides. Most of these are of 
the dance, however, some are of related subjects, such as theater struc- 
tures, art works which reveal another art sytle, reproductions of title 
pages and notations from hooks and manuscripts, and other illustrations 
which will elucidate a particular stylistic persiiasion of a period. The 
collection is of great value and it was so throu^ly a part of the study 
of historical materials it was felt that it should not be neglected nor 
postponed while the materials were available. 



Research at the Dance Collection of the 
New York Public Library: I967 

Study of the holdings at the Lincoln Center Dance Collection was 
\indertaken during the summer, 1967* The rare book collection within 
which most of the I66O to 3S00 items were classified was in the process 
of rapid growth and an intensive examination of these holdings disclosed 
a great number of relativeOy obscure items which have not been previously 
available in this country. The Dance Collection has been in the process 
of transferring its holdings to a computer system for some years and has 
not, for this reason, catalogued its newer acquisitions in the traditional 
card file system. I was, however, given every opportunity to examine 
the entire collection and to avail myself of the xerox service for those 
texts whose condition allowed duplicating. The collection of original 
graphic materials, many of which have never been reproduced was also 
open to me, and I photographed and duplicated a great many period illus- 
trations . 



Research at Harvard College Libraries ; 19^8 

The selected bibliography of the period l66o to l800 was fully 
completed by the summer of I 968 and was available for reference during 
the three weeks at Harvard. There were several references which were 
partictlarly needed for study at this time, and because the search was 
more liMted and specialized it was possible to complete the planned 
research. Many more references were studied than had been originally 
intended. Contrary to what had been expected, the Library allowed 
Xerox copies to be made of many rare volumes, and was very generous in 
accommodating requests for duplication of materials. 

The experience at Harvard was indeed gratifying. The reading room 
of The Houston Library was outfitted to facilitate research. Book- 
stands, typewriters, and quiet helped the process of study. Li the 
short time available it was not possible to review more thoroughly the 
Chaffee Collection, nor to check the full bibliography against the 
holdings in the Union Catalogue. This must be done, of course. It is 
felt that, with only a few exceptions which will be noted in Appendix II 
sufficient original materials have been gathered. 



Conclusion 

All of the materials which have been collected on microfiM, micro- 
card, Xerox, and hand copy will be Indicated in the section on the 
Source Book. They were accumulated at New 'k. Harvard, the Library 
of Congress, the British Museum, and the The ^er Collection at Ohio 
State which has materials from libraries all over Europe and the United 
States. 



CLASSOTING THE SUBJECT 

Review of Other Systems 

The initial reason for wishing to set up a classification struc- 
ture was the undefined disarray of historical materials, and the frus- 
tration felt in dealing with a subject which had no decent texts, and 
in which existing systems of classification could, for example, link 
Noverre as easily with horseback riding as with the ballet. The sub- 
ject does include a wide variety of topics which could very easily find 
their way into other categories, such as theater, folklore and custoaow, 
and music, but which deserve an equal place in the category of dance. 

The Library of Congress system is outmoded and inflexible. The New York 
Public Library’s Dance Collection system is based on the previous orien- 
tation in that center of dance with music, and retains the older system 
as a matter of convenience until a new computerized indexing is com- 
pleted. The Harvard Library uses its own system; dance materials are 
housed, for the most part, in The Harvard Theater Collection, however. 



a great many doctiments are to "be found in the Houghton Library, and still 
others in the Music and Main Libraries. The Union Catalogue refers to 
most of these works, althou^ Miss Willard stated that many works were 
not yet catalogued. The problem at both Harvard and Lincoln Center ap- 
peared to be the insufficient staff and funds to handle the requirements 
of the task. Both libraries have remarkably complete collections in the 
period being considered, but there is certainly no way of knowing what 
comprises the collection unless one is present at the library itself. 



The Keyword Coordinate Index System 

From the search for materials over the past few summers it was con- 
cluded that the only purpose of a classification structuire was the facil- 
itation of locating information and materials. The Ohio State University 
Theater Collection has developed a system of cross indexing which is 
somewhat parallel to what had earlier been planned for the area of dance. 
A few weeks ' trial showed that it was unsuitable for dance and required 

voluminous card duplication. At the same time the indexing system used 
by The Ohio State University Center for Experimental Research in the 
Arts (a keyword coordinate indexing system for "Information Storage and 
Retrieval,") appeared as a promising alternative. The director of this 
project. Dr. William Poland, referred to other comparable systems; e.g. , 
the RILM Abstracts of Music Literature, another keyword plan. Additional 
references to various systems of this sort, have been collected and con- 
sidered (see Appendix l). These systems are infinitely more flexible 
than the earlier subject classifications, and would be particularly suit- 
able to the field of dance, which includes such diverse materials as 
tapes, discs, music, notation scores, costume prints, stage sets, liter- 
ary works ^ libretti, etc. It could also be computerized without undue 
preliminary costs in cross filing and duplicating of index cards. 



Conclusion 

The original notion of a classification structure was discarded as 
outdated and unwieldy in the light of more recent treatment of histori- 
cal subjects in the arts. It is more useful and thorou^ and less 
pedantic to avoid labels and categories. The subject must be examined 
from every conceivable angle in order to grasp the style of the period. 
Who danced what, when, and where is of minor interest, indispensable to 
the historian, but useful only in that it leads to the aura or total 
decor of a period. As work progressed more deeply into the specific 
period being considered, the bonds between the customs and taboos of 
society and the dance of the time seemed inseparable. It serves no 
purpose to made a distinction between the "Social Dance" and the "theater 
dance" of the court of Louis XIV, for example, nor is it helpful to 
separate dance as "ritual" from dance as "play." Attention should be 
given to the specific event or subject and, outward from that central 
point, investigations should lead along every possible path. The rela- 
tionships to the environment are significant; i.e., the ecology of an 
entity, rather than isolated facts. 



The keyword cross-indexing system supplies more information than 
needed for the inquiry. That is its singular fault. It is better, how- 
ever, to re;ject false leads than to have too few. This system will be 
used for the documents which have been personally collected in the pur- 
suit of this project, and will be extended in time to our entire collec- 
tion of books, manuscripts, slides, tapes, films, and film reproductions. 
The study of various systems of organizing materials led to acceptance 
of the keyword plan for a wider use and with the aim of shifting to 
computer devices whenever possible. The source book is organized in a 
series of general- and sub- headings, which clarify and specify the 
particular selection or passage included. These will be explained 
more fully in the next section of this report. 

In setting up the list of keywords for the source book, a kind of 
structure in itself, the work "dance" is to be avoided. All of the 
keywords refer to the general subject, so that the term dance would 
include every reference collected, and would not be useful in retriev- 
ing specific items. "Ballet," too, is broad and is broken down into 
significant sub-types; e.g.. Ballet, Horse; Ballet de cour; Ballet, See 
also. Romantic, Russia, libretto, costume, etc. 



TEE SOURCE BOOK 

The general plan of the source book calls for five main sections 
for the body of the text. The preliminary pages contain the usual 
Preface, Table of Contents, List of Illustrations, and Introductory 
CGoments. The references for each section are given at the end of that 
portion of the text, along with other selected primary and secondary 
sources. A Glossary of terms and an Index completes the source book. 
Each selection which Introduces a new author or artist is preceded by 
a brief biographical sketch which identifies the writer and describes 
his general contribution. 

The plan outlined below is tentative and may be altered as each 
section is readied for reproduction. (For a complete description of 
the references, see Appendix II.) There are some omissions which must 
be filled before the book can be considered complete. These will be 
noted thro\i^out the design for the bock, shown in Appendix II. Unless 
otherwise noted, all of the documents are on hand in exact note foim, 
fiha, or facsimile reproduction. These do not by any means represent 
all the documents that have been seen, but only those \diich will be 
used in the source book. It is to be assumed that only selected pas- 
sages will be taken from each reference included, and that only one or 
two dances from each manual will be reconstructed in Labanotation. 
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Tentative Outline for the Source Book 
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Title; A Documentary History of Dance in Prance and England 
from 1660 to 1800 • 

Preliminary Pages, 

Section I; The Baroque Ballet; French Academic Classicism, 

1660 to 1715 

A, Official Disputes: The Institutions 
of the Guild and the Academy 

B, The Substance of the Ballet: The Clas- 

sical Ideal and Contemporary Healities 

C • Ballet Libretti 

D, Horse Ballets 

£• The Hew Dance Notation 

P, Dances for the Ballet 

Gr. Manners and Social Custom 

H, Ballroom and Country Dances 

Section II: The Transitional English School: from Court 

to Middle Class Theater, I66O to 174 o 

A, Dance during the Restoration: A 

Pallid Revival amid Puritan Condemnation 

B, The Classical Ideal: A New Interpretation 

C, The English Discover Peuillet 

D, Ball Dances 

E, French Dancing: Pro and Con | 

F, The Dancing Master’s Role in the Proper 5 

Education of the Young • 

G, Country Dances ? 
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Section III: Perfection Within Convention: The Soloists of 

the French Academy, 1715 to 1760 



A. Further Definition of Classical Style 

B. Libretti: The Royal Academy and the 

Garden Fete 

C. Further Definition of Technique 

D. Etiquette and Dance Usages in the Ballroom 

Section IV: Academicism versus Innovation, 1760 to l800 

A. Complaints and Reforms 

B. The New Full Length Ballets 

C. The Treatise, Encyclopedia, and Dictionary: 
Restatements 

D. The Allemand and Later Minuet 

E. Country Vigor 

Section V: Fin de Siecle 

A. Triviality, Affectation, and Satire 

B. A Look at a Dying Era 
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CONCLUSIONS AND NEC 






ATIONS 



1. Far more material exists In the general area of the history of dance 
than is generally known and recorded in published catalogues or col- 
lections. The general survey of materials 'was impractical and the 
need for specialization in the particular period designated became 
quickly apparent. 

2. Rare materials in the siibject are exceedingly hard to find because 
of either unavailability in this country or problems of library 
cataloguing and classifying. A review of rare published works would 
precede any further research by a scholar. These must be made more 
available if dEoice history is to be established as a serious scholarly 
pursuit. 

3* The various editions of historical works need to be collated. 

4. Historical notation systems need to be interpreted by music and 

dance scholars , notated dances correlated with their musical scores, 
and reconstructions rendered in a contemporary dance notation system, 
specifically Labanotatlon. 

Visual references need to be made available as slides and filmstrips 
since these materials constitute one of the Chief areas of ccmpre- 
henslon and research in the history of dance. 

6. Tapes of dance music frcm the past need to be made available and 
designed to correspond with visual and literary references. 
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Keywords axe grouped according to the last digit. When a document 
is acquired or an alDstract oibtained of another reference, accession 
nimibers are to he added to each keyword card which would retrieve that 
reference. 

Keyword cards are to he filed alphahetically. 

SAMPLE KEYWORD LIST 



BALLROOM, BALLS 
BEAUCHAMPS, CHARLES, 

PIERRE 

COURT THEATER 
CLASSICISM 

DANCING MASTER , see teacher 
FEUTLLET, R.-A. 

FRANCE 

INSTRUCTION (see MANUAL) 

manual 

MUSIC , ballroom 

MUSIC, ballet, etc. (other sub-headings will extend this keyword) 

NOTATION 

OPERA 

EECOUR 

SEVENTEEN HUNDRED (to 1749) 

SIXTEEN FIFTY (to 1699) 
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The keyword list includes period (broken into 50-year spans); author 
title; type of material (costume, notation, music, etc.)s and place. 

The singular form of the keyword implies the plural. 

To find the reference one could have only one word, or several. If 
the researcher wished to know all of the manuals produced in the period 
1650 to 1750 , he would find all of the references listed on three key- 
word cards. Manual, Sixteen Fifty, Seventeen hundred. By aligning the 
three cards so that their columns correlate, the duplicate Accession 
Nmobers could he found hy scanning the columns one hy one. If he wished 
to know all of the manuals produced hy Feuillet after 1700, he would ■ 

pull three Keyword cards, "Manual,” "Feuillet," and "Seventeen Hundred," j 

and scan the columns again. If he knows the title and not the author, = 

the card "Choreography, -ie" will finally lead hiTn to the reference. 

If he knows, "Feuillet" and "Choreography” or author and title, he will 
he led directly to the specific reference. 

Following are the references used, in addition to personal inter- - 

views, and use of various library systems, such as that at Harvard and 
Hew York Public Library at Lincoln Center: ■ 

Broadhurst, P, L,, "Coordinate Indexing: A Bibliographic Aid," American 
Psychologist , 1? (19^2), 137-142, 

Research Classification System , The Ohio State University Theater 
Collection. The Ohio State University Library, Columbus, Ohio. 

RIIM Abstracts of Music Literature , I, No, 1 (Jan, -April, I 967 ). 

Thesaiirus of Coordinate Index Teims , The Ohio State University Center 
for Experimental Research in the Arts Information Storage and 
BetsdLeval Center, Lord Hall, Columbus, Ohio. 
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APEEM)IX II 



DETAILED OUTLINE FOR THE SOURCE BOOK IN DANCE HISTORY PROM 
1660 TO 1800 IN PRANCE AND ENGLAND 



Title: A Docisnentary History of Dance in Prance and England from I660 

to 1800 

Preliminary Pages 



Section I: The Baroque Ballet; Prench Academic Classicism, I660 to 

to 1715 

A. Official Disputes: The Institutions of the 

Guild and the Academy 

1. Statuts et Ordonnances . • .(Guillaume 
DuManoir) 1659 

2. DuManoir, Guillaume, Le Marlage de ^ 

Muslque avec la Dance . . . Paris s 

3. Letters Patent frcM Louis XI7 to Ahbe 
Perrin and Robert Casibert. 1672. 

(A copy of this is not yet in my 
possession. Its substance may have 
to be talcen from a secondazy source.) 

B. The Substance of the Ballet: The Classical 

IdeeO. and Contemporary Realities 

1. DePure, Michel, Idee des Spectacles 
Anclens et Nottveaux » Paris: Michel 
Brunet, 166B. 

2. Vossius, Isaac, De Poematum Cantu et 
Viribus Rhythm! . Oicford. 1673. 

3. Menestrier, Claude Francois, Des 
Ballet Anclens et Modernes . . . 

Paris, 16^2 (Hlustration from text). 

C. Ballet Libretti 

1. Quinault, Philippe and Lully, Jean- 
Baptiste, Le Tricmphe de L*Amour . 

1681 (Two versions of the text). 
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2, Two designs for costumes "by Jean Berain, 

3* Mbliere and Lully 9 La lE^incesse 

d’Elide. , .Pladsirs de l» Isle Enchant ee, 
l664 (illustrations). 

4. Guerin (Mbliere), Intermedes de Musique 
et de Danse poiu? la Comedie de Mlrtil et 
Melicertea 1 d96« 



D. Horse Ballet 

1. Menestrier, Des Ballets. . . 1682. 

2. Illustrations from Turin ballet prints. 

E. The New Dance Notation 

1. Peuillet, Rao^-Auger, Choregraphie. 

on L*Art de Decrire la Dance . . . Paris, 

1701. (Labetnotation reconstruction, Illustrations.) 

2. . Traite de Cadence, 1704. 

F. Dances for the Ballet 

1. Feuillet, Raoul-Auger, Recueil » Paris, 

1704, (Illustrations, music and 
Labanotation reconstruction) . 

2. Pecour, LoTiis, Recueil , Paris, 17OO and 
1704, (illustrations, music and 
Labanotation reconstruction) . 

3* Illustrations from Jean Marietta, ca. 

1700. 

G. Nanners and Social Custom 

1. de Courtin, Antoine, Nouveau Traite 
de la Civilite qui se prati<iue en 
France paanni les Honnestes Gens » 

Paris, 1677* (l have portions of 
this in a collection of reprints. I 
may refer to passages in secondary 
works, or collected editions for other 
selections in this section. ) 



H 



Ballroom and Coimtry Dances 






V 






,ERiC. 



1, Feuillet , Raoul-Auger, Recuell d e 
Contredances , Paris, I 706 . (Music 
and reconstruction in Labanotation. ) 

2, Dezais, ( ) Sr,, Recueil de Nouvelles 
Contredences . , ,, Paris, 1712, 

3 , Illustrations of ballroom and country 
dancing. 

Section II: The Transitional Engli^ School: From Court to Middle 

Class Theater, I 660 to 17^0 (illustrations are very meager 
throu^ this period) 



A, Dance During the Restoration: a Pallid Revival 

amid Puritan Condemnation 

1, Pepys, Samuel. Diary , London, I 66 -, 

2, Gailhard, Jean, The Compleat Gentleman , 
London, I 678 , 

3 , Locke, John, Some Thou^ts Concerning 
Education , London, 1699* 

B, The Classical Ideal: A New Interpretation 

1, Weaver, John, An Essay towards an 

History of Dancing , London: Jacob 

Tonson, 1712, 

2, , The Loves of Mars 
and Venus , London, 1717* 

3 , , The Fable of Or^eus 
and Eurydice, , , London, 1718, 

4, , Anatomical and Mechanical 
Lectures upon Dancing , , , ,London, 1721, 

5 , , The History of the Mimes 
and Pantomimes , London, 172o, 

6, Jenyns, Soame, The Art of Dancing , , , 

London, 1729 , 

C, The English Discover Feuillet (The following will 
be treated as a comparative study with the French 
system and will have step-reconstructions as in 
the earlier section,.) 
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1. Addison, Joseph. The Tatler . 1709. 

2. Weaver, John, Orchesography , London, I706. 

3. . A SmaLI. Treatise of Thne 
and Cadence in Dancing . . .London. 1706. 

4 . Sirls, P., The Art of Dancing. . .London. 

1706. 

5* Essex, John, For the Further Imnrovemen+: 
of Dancing . London, I710. 

6. Peniberton, E,, An Essay for the Further 
3jiproveinent of Dancing . London, 1711. 

7. Tomlinson, Kellom, The Art of Dancing 
Explained . . .London, 1735 > 1744. 

8. Essex, John, The Art of Dancing Explained, 

1728, 1731. 

D. Ball Dances 

1. Isaac, (Mr.), Selection from Weaver's 
Orchesograpby . 

2. Tomlinson, Kellom, Six Dances. . .London, 

1720. 

3. Tomlinson's Minuet of Six Figures, 1735. 

E. French Dancing: Pro and Con 

1. A Comparison Between the Tvro Stages . 

London, 1702. 

2. Jenyns, Soame, The Art of Dancing . . . 

London, 1729* 

3. The Spectator . 

4 . John Rich, illustration. 

5. Mile Auretti, engraving, 1745. 

F. The Dancing Master's Role in the Proper Education 
of the Young: Manners and Social Custom. 

1. Essex, John, The Young Ladies Conduct . . . 
London, 1722. 
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2 . Weaver, John, Anatomical and Mechanical 
Lectures . • .London, 1721 . 

3. The Spectator . 

4. Nivelon, P., The Rudiments of Genteel 
Behavior, 1737 Illustrations 



G. Country Dances 



1. Playford, Henry, TOie English Dancing 
Master , London, 1651-. 

2. Jenyns, Soanes, The Art of Dancing . 

Section III: Perfection within Convention: The Soloists of the French 

Academy, 1715 to I760 



A. Further Definition of Classical Style 



1. Dubos, Abhe Jean Baptiste, Reflexions 
Critiques sur la Poesle . , ,1719, 6th 
ed. , 1750. 

2. Bonnet, Jacques, Histoire Generale de 
la Danse ,. . .Paris, 1723. 

3. Boulenger De Rivery, Claude Francois 

Felix, Recherches historiques et ^ 

critiques sur quelques anciens 
spectacles . . .Paris, 1751* 

4. de Cahusac, M. (Louis), La Danse Ancienne 
et Moderne , Paris, 1754. 

5. de Beauchamps, Recherdies sur les theati?es 

de France , Paris, 1735 • f 

B. Libretti: The Roiyal Academie and the Garden Fete 

\ > 

1. Fuzelier, Louis and Rameau, J. P. Les | 

Indes Galantes , Paris, 1735. (Remis I 

1743 avec la Nouvelle Entree des | 

Sauvages.) f 

2. Illustrations by J. N. Martin. [Approx. 6] | 

V. 

V 

i 
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3* Duchesse, Rameau J. P,, ”Les Surprise de 
I’Anour • ” Journal du Theatre des Petits 
Appartemens Pendant l*Hiver de 1748 a 1749 » 

4, Illustrations of Camargo and Salle, ca, 

1730 after Nicholas Lancret, and illus- 
trations of Pierre Gardel. (There are 
numerous prints available on the artists 
of the Academy, and I have not yet made 
a final selection. ) 

5. Two prints of festivities at Versailles, 

1745. 

C. Further Definition of Technique and Notation 

1, Pauli, Charles, Elemens de la Danse , 

Leipsic, 1756. 

2, Rameau, Pierre, Le Maitre a Danser, Paris 
1734 (first edition 1725} Illustration. 

3. . Abbrege de la Nouvelle 

Methods . .Paris, I725. ( 

4. Illustrations, Le Maitre de Danse , 1745. < 

I 

D. Etiquette and Dance Usages in the Ballroom | 

1. Rameau. Le Maitre ... I 



Section W. Academicism versus Innovation, 1760 to 1780 
A. Complaints and Reforms 

1. Noverre, Jean Georges, Lettres sur la 
Danse . . .St. Petersbourg, 1803 (first 
ed. 1760); Iiicludes numerous other 
items, such as his correspondence with 
Voltaire. 

2. Garrick, David, Letters » 3 vols, 

Camibridge: Haivard Univ. Press, 1963* 

3. Angiolini, Gasparo., Dissertation sur les 
Ballet pantomimes des Anciens « Vienna, 
1765. 

4. Gallini, Giovanni, Critical Observations 
on the Art of Dancing , London, 177Q(?)» 



ERIC 















20 






B. The New Full-Length Ballets [illustrations in 
section A and B of Vestris, Guimard, Baccelli, 
Didelot, Parisot, and other soloists]. 

1. Noverre, La Descents D*Orphee aux 
Enfers , St. Peter shourg, 1803. 

2. Angiolini, Semiramis, Vienna, I763. 

3* > L*Amicizia , Milano, 

TW. 

C. The Treatise, Encycopedia, and Dictionary; 
Restatements. 

1. Diderot et D’Alembert, Encyclopedie 
M^thodiqus » 1786-87 editions. 

2. Gallini, Giovanni, A Treatise on the Art 
of Dancing , London, 1772. 

3« Compan, C., Dictionnaire de Danse , Paris, 

1767. 

4. Eneyclotedla Brltaimiea . Dublin, 179^> 

5* Dorat, Claude Joseph La Declamation 
TheEtrale . Paris, 17^9^ 

D. The AUemand and Later Minuet 

1. Malpied, N. , Traite sur I’Art de la 
Danse , Paris, ca. 1770 (Illustrations). 

2. Dubois (Collection) Nouveau Minuet . . . 

^incipes D * ALlemande , 177_> Paris, 
(Illustrations ) . *" 

3 . Illustration, S^te de Repertoire des 
Bals , Paris, 1763. 

E. Country Vigor 

1. Illustrations only 
Fin de Siecle 



A. Triviality, Affectation, and Satire 

1. Montagu, lady Mary, Letters, (reprint) 

1934. 

2. The Polite Academy* London, I762. 
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3* English satirical prints. (There 
axe many of these and the final 
selection has not been fixed.) 

B. A Look at a Dying Era 

1. de Ligne, Prince Lamoral, Letters 
and Memoirs, (trans. ed. , 1927; 



2. Perils of Fashion , London (l800?) 

n.b. The works of Salvatore Vigano and Charles Didelot, thou^ techni- 
cally falling in the last decade of the l8th century, fall more properly 
in another stylistic developnent which merges with the Romantic Ballet 
of the next century. Obese have been omitted from the present outline 
because their works are expected to be included in a subsequent collec- 
tion. 
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APPENDIX III 



SAMPLES OP ORIGINAL MATERIALS MIMEOGRAPHED AND XEROXED FOR CLASSROOM USE 



A. Dance Manuals 

1. Peuillet, Raoul- Auger. ChoregrapMe a 1700. A conden- 
sation of his notation system and a ccanparison with 
the contemporary English translations of Weaver and 
Siris. 

This copy is a distillation of Peuillet »s manual 
which is too difficult to undertake as a source for 
undergraduate study. Often the English translations 
of the day help to clarify the original French; often 
they only serve to further confuse the question. The 
English quotations which are generally helpful are 
included in modernized spelling, but otherwise are 
direct quotations from the originals. 

For graduate work the sources themselves are used 
for reference without abridgement or condensation. 
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How to Read the Text 

1 • Divisions into Roman numerals are my oim. 

2# iCr, Siris gives only a selection from Feuillet*s 
material. In most cases this treatment is ample, and indicates 
that even at that time Feuillet was considered too detailed for 
the use of English dancing-masters. Nonethelers, Feuillet' s xfork 
will be the basis of the text x-jhich follows because in some cases 
the* omissions of the original material were not just. 

3. Quotation marks set off only those passages x^hich have 
been retained in their literal versions for stylistic reasons or 
for the purpose of particular emphasis. Otherwise the language 

of the three texts xd.ll have been adapted to suit the present treat- 
ment and arrangement. 

4. Feuillet 's notation column is to be read according to 
the facing of the body. The movement progresses along the line 
extending from the symbol indicating which direction the body is 
facing. 

5* Most steps in combination begin xdth the modem ballet 
positions, which are in Feuillet* s text generally first or fourth. 
The degree of turnout, hox^ever, is only h?lf as wide as modern 
positions. 

6. The absence of a step line means that there is no pro- 
gression through space. It is ’^position xiriting” in the Labanota- 
tion sense of that term. 

7. There is no indication of degree of level in the step 
patterns. Jumps are indicated, but no symbol for plie preparation 












is given# 



& 



% 



ci . The length of the step symbol is not an indication of 
time-duration * 

9* The dances are almost entirely symmetrical. The move- 
ments are largely arm and leg embellishments to the vertical central- 



r. 




column of the torso. This was held in a dignified and restricted 



extension throughout the figure dances. 



■» n 



- 4 - . 






ratlines some principles of the Feuillet 



system which are common to that -^f Labanotation : 

1 . The central line dividing right and left. 

2. The progression in time along the line. 

3* The dividing up into measures of this line. 

4. The \ise of direction symbols indicating the fom of 
the step and the spatial position of the feet. 

5* The careful distinction between step position, and 
leg gesture. 

6. The analysis of step, jump, and other forms ^f 
weight transference like torobe and echapp§. 
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Bartenieff, Imgard, and Albrecht Khust, "Steps of the Eighteenth 
Centuxy." (translations of Feuillet into Labanotation) Dance Nota- 
tion Bureau, New York City, unpublished work. 
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French Text in Translation 

I. Explanation of Terms 

i;, " osit *:. i The place- 
mert c* the feet. 



B. Marche : To spet; 
when one moves. 

C. Pile ; to bend the 
knees . 

1}. Eleve: To rise. 



E. Saute ; To elevate the 
body into the air. 



F. Cabriollg ; To caper. 



if Torabg ; To fall. 



H. Glisse ; To slide the 
foot along the floor. 

I. Toume ; To turn from 
one side to another. 

en l*air ; To hold 
[ one foot off the floor. 

Cadence ; The knowledge 
of the different measures 
and passages xdiich are 
noted in most of the Airs. 

I L. Figure ; To follow the de- 

j signed floor pattern 

(chemin*) with artistry. 



ERIC 



English Versions and Commentary 

Commentary appears hereafter 
enclosed in parentheses. 

Alterations and additions from 
v^aver and Siris appear here- 
after as W; and S; respectively. 



Gm Wi To sink. 



D. S; vAiere we extend ourselves. 
BK ; Elevated ( straightening 
out from a pliet not neces- 
sarily on toes). (Glossary) 

E. W: To bound. 

S: To spring. 

(Implies any kind of eleva- 
tion: leap. jump, skip, etc. 

F. S; Cutting Capers ; VJhen in 
springing, we beat one leg 
against another.? 

G. S: Fallings ; v^eie the body 
is out of its equilibrium, 
and falls through its own 
weight. 



J. W; Holding the foot up. 



K. S; "A right understanding ^ 

of the different measures, | 

and the most remarkable part 5 

of an Air in dancing.” | 

L. S; Figures: ”are ways | 

trac'd out by Art, for the | 

dancer to tread in." f 

X 

¥ 

I 

¥ 
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*•’1 call the chemin the line 
on which one dances. It des« 
cribes steps and positions as 
xiell as Figures of the dance. “ 

11, The hall ; a top, j . 

' ‘ bottom.^ 

M, Facing of the body ? 



1 • Facing top, 

2. Facing bottom. 

3. Facing right. 

4. Facing left. 

0. Floor patterns t 

1 • Top to bottom. 

2, Side to side, 

3, Circulating line. ■ 

% 

4, Oblique line. ! / 




5. Combination of patterns- 




N. (The hall is to be consid- 
ered the same as the stage 
in facing directions:) 

1, Facing downstage. 



2. Facing upstage. 



3. Facing right stage. 



4. Facing left stage. 






'■r 

\ 






4. (In modem terminology 
oblique would be termed 
a diagonal line.) 
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II* The Positions* 

There are ten positions, five true, 
five false. 



A* True positions ; When the feet 
are uniformly regular, toes 
turned out* 






) 



B* False positions ; When the feet 
are sometimes uniform, sometimes 
not. If true position is al- 
ways turned outward, then false 
position is alxvays inward. 

C* Demi-position , 
only one foot 
is represented. 



D* Whole 
position . 

E* True positions* : ' 




1. First. 




/ 



tr 



2. Second* 




tr 



3. Third. 




4. Fourth. 




5 . Fifth. 




er|c 









B. (The false positions did 
not occur in later texts 
which used Feuillet*s 
system. 



(* (The angle of the line 
which represents the foot 
indicates the degree of 
turnout, about 45 degrees. 
This did not become a 90 
degree angle until approx- 
imately 1820.) 



2* (Feuillet uses the dotted 
line here only to indicate 
that the position must be 
on a straight line. It is 
not used in the writing of 
the dances*) 



5* (There are two true fifth 
positions though no mention 
of it is made here. Siris 
uses an example with the 
left foot in front.) 



f 
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F, False positions . 



1 . First. 



o-:.^ 






2* Second* 





3. Third. 



4. 




Fourth. 




5. Fifth. 




T7 



3* (Note that the third false 
position is not opposite to 
the third true, but is an 
altogether new position. ) 

^* (It is not clear how one is 
to distinguish between the 
false fourth the true 
fifth position.) 

5* (Again, Siris' example is 
opposite to Feuillet’s. 

Siris gives this explanation 
of the position: "the fifth 
position false is marked 
like the fifth true one, and 
they seem aliflost the same 
thing; nevertheless they have 
an effect quite contrary to 
each other, for whereas in 
the True one the points of 
the feet turn outwards, in 
the false they turn inwards, 
crossing each other so that 
the heel of one foot is right 
against the toes of the other, 
and one may distinguish it 
from the true one by a small 
bar between the two half- 
positions. ") 



A 



t: 






'I 



> 




r 
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III. 



The Steps. 



A. Straight step ( pas droit ) : 
when the foot moves in a 
straight line, forward or 
back. 

B. Open step ( pas ouvert ) : 
when the leg opens sideways 
(a straight line), or out- 
wards or inwards (a half- 
circle ) • 

C. Round step ( pas ronde ) : 
when the foot makes a 
circular figure. There are 
two sorts, both outx'jards 
and inwards. 



A. (Siris translates Feuillet's 
pas droit as “right step”, 
and continues to use droit 
in this sense. Weaver trans 
lates droit correctly as 
straight, ) 



C, (There is no explanation for 
the difference between the 
half-circle step in B), and 
the circular figure in C). 



D. Twisted step ( pas tortill^ ); 
x^hen the foot turns in and 
out while moving either for- 
ward, backxfard, or sideward. 

E. Beaten step ( pas battu ): when 
one leg or foot is beaten 
against the other, either for- 
ward, backward, or sideward. 

Step syTihol ; € 



Left. • Right, ’ 

a. Beginning position. 

b. Line of step from 
(a) to (d). 

c. Foot represented by- 
side stroke. 

d. Heel. 

e. Toe 



D. W: Waving step . 

(This step has no counter- 
part in modern ballet sys- 
tems • ) 



F. 



(Note that the position is 
marked with a white pin, and 
the step is marked -with a 
bl xCk pin with a flag: 







Step. 



The flag at the end of the 
step symbol gives the final 
position of the foot after 
it has made the step. ) 



.vf. 
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\ IV. Examples of Steps. 

i A. Straight steps : 

! / 

U Forward. 2. Backwards. 











3* Sideward. 
B. Open steps ! 

1 • Outside. 




1 • Outwards • 



2. Inwards. > 






D. Twisted step 3 






1 • Fon^ard.*^) 



\ 






2* Backr^ard. '' 



3« Sideward. 






o 
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(All examples are written for 
the right foot.) 



f 

» 



3« (Feuillet: Pas ouvert 
droit A cotiT) 



1. ( Feuillet s Pas ouvert en 

dehors . ~ 

Modern terminology ? 
de .lambe ^ ter re en 
dehors. ) 



1 . (Siris gives the example 
differently: 



The final position is un- 
clear. In the outward 
round step it would appear 
that the body turns to face 
right diagonal or right sidv 
but no explanation is pro- 
vided to clarify this de- 
tail. ) 

2. (Feuillet: pas ouvert e n 
dedans . 

Modern: rond de dambe a 
terre en dedans.) 



c 
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E# Beaten step : 
1. Fonrard. 
2* Backward. 
3« Sideward. 



A 

V 






F. Pile 



ie. I 



G. Eleve. 



f 



‘•f 



H. SautI 

I. Cabriolle . * 

J. Tombe 

K. Gliss^. 



>e. b 

f 



■f 



L. Pied e>n I’air 



M. Toes on the 
ground. 

N. Heel on the 
ground. 

(). ^ turn. 



;f 






-A 

( 

\ 

Qi 3/^ turn. 



rv*- 

P. i turn. ^ 



r 

R. Fall turn. ^ 






D. and E. 3* (For sideward Eeuill 
uses the term a cote, which is th 
accepted modem ballet terminol- 
ogy.) 

E> (It is not clear here uhat th 
relationship is with the left 
foot. The distance is not in- 
dicated by the length of the 
step symbol, but one assumes 
that the right foot merely 
moves to meet the left in 
vdiatever position the left is 
in.) 



i 



1 



M. & N. (Wbight is not put on the 
toes or heels in this step. It i( 
a placement viith no x^eight-’ 
bearing. ) 



\ 

I 
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Vll* Pile and elev6* on one leg. 

A combination of movements can 
be written by joining the half- 
position of the standing leg to the 
step symbol of the moving leg with 
a small line. This indicates that 
both movements are to occur at the 
same time. 

A.* Pli^ on the 
left leg, 
while the 
ri^t leg 
extends to 
the right 
side, and 
remains 
enljair. 




B* Plie on the 
left leg, 
right emends 
back halfway, 
then filial 
and finishes 
on toes of 
both feet. 




A. Feuillet: **.. .tandis oue le 
droit marche 6tendu . " 

S: '^•.to bend the left knee 
whilst you walk with your 
right extended.” 

(The present interpretation 
is to move the right leg to 
the right side while going 
into pile on the left. There 
would be no movement through 
space* Siris misinterprets 
the movement by his incorrect 
translation of marche . ) 

B* (Here it is clear that a 
transfer of weight begins 
when the right leg begins 
to plie . halfway through its 
movement back to the next 
position* The left would 
seem to move back to meet 
the right.) 



VIU. Echappe or Saillie 

Two steps bound at their head 
indicate that they must be done 
at the same time, which can be done 
by spriiiging or by a movement xdiich 
cannot be called properly bending 
or springing, but which will be 
called Si chappy or saillie . This 
can be done with stiff or bent 
knees* That performed with stiff 
knees will be written with sliding 
marks , and that with bent knees with 
both sliding and falling marks. 



VIII. S: Step IchaPP^ 

( Saillie can be translated 
to mean "a sudden change. T 
S: An Echappe is , what is 
effected by opening the legs 
extremely quickly upon (into) 
second, fourth, or fifth position 

( Echapp6 is a modem ballet term, 
and clarifies the following ex- 
amples ^of Feuillet. The Petit 
Echappe is lowest to the ground 
in modem terms, and is the near- 
est equivalent to Feuillet *s 
echappl . The Orand EchappS iii 
modem technique is closer to 
Feuillet *s saute * The movement 
is essentially a sudden jump frem 
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D* When there is a 
springing mark upon 
a step, which is made 
with the right foot, 
and no mark en l*air 
after it, it denotes 
that one is to spring 
with the right foot. 



1 • Sauti and fall 
(retomber ) on the 
stepping foot. 



U. 

iv 



i 

0 



£. The falling mark has no 
proper place assigned 
to it. If one must 
rise in order to fall 
it is necessary that 
the rising mark should 
be near the beginning 
of the steo. 



1. Sieve and 
then fall. 



u 

I 

i 

i 



F. The sliding ma^'ic has no 
place alone, but when 
accompanied by other marks, 
it should be olaced last. 



eleve , 

slide. 









D. S: Where there is a mark en 
l*air upon a step make by 
the right foot, it signifies 
that one must spring with • 
the left foot and make the 
step with the right foot, 

(Here is a good example of 
the problem of translation 
of the French text into Eng- 
lish. First of all, it is 
unclear precisely x^hat Feuil- 
let means, Siris’ interpret- 
ation is equally unclear, and 
appears to be directly oppo- 
site from Feuillet, 

It X'jould appear that the air 
sign on the symbol for the 
fight foot xTOuld direct one to 
leap from the left onto the 
fight foot. However, there is 
no way of knowing x^rhether one 
takes off from both or one 
foot to leap to the other.) 

E. (It should be noted that 
there is a difference between 
plie and fall, and a symbol 
is given for each. It may be 
a difference of stepping into 
a bent knee position xjith con- 
trol as against falling into 
that position xd.th relaxed 
weight. This may be a matter 
of style. It is impossible to 
determine these fine points, 
and it is unfortunate, because 
one senses their importance.) 



F. (Why the sliding mark cannot 
appear alone is not e^lained. 



b 
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G* If a mark en l^air follows 
a slide mail*, you must not 
slide further than the mark. 

At that point rsire the foot 
from the ■:’-ound. 

/ 

1* Slide, thei.- 
foot lifts 
en l*dir > 

H* The en l^^ ir may be placed 
in the middle or at the end# 
v\/hen in the middle it signi- 
fies that tl.-s foot is only en 
l*air in order to be set down 
afterwards. 



1* The foot en 
l*air then 
returns to 
the floor. 






r 



I. If the mark en l*air is placed 
at the endt It signifies that 
the foot remains in the air. 






1. Ti e foot 
remains 
en l*air. 



) 



I 
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J. In order to know whether first to 
place the toc^ or the heels on the 
floor, the dot which occurs on the 
outside of the foot (flag) indi- 
cates which action should be per- 
formed first. 

V- 

1. First toes ! 
the. heels. 

2. First heels 

then toes • ■ 

i 

3* Whole foot 
remains on 
floor. 

X. Turning mark*; h!»ve no proper place, 
but must observe which side to 
turn, marked at the beginning of 
the siTubol nearest the black spot. 



1. l/^ Pi.m 

right 



\ 









lfe*W 












2* l/4 turn 
left. 



3 . 1/2 turn 
right. 



I 

b 



/' 



4. 1/2 turn 
left. ( 

V 

5* 3/4 tum\ 
right. { ) 

6, 3/4 turn 
leftc 




L. The dot placed at side of full 
turn step shows where one begins 
the turn. 



1. Pull-tum 
right. 



/ 



2. Pull-tum 
loft. 






r*) 



V 



M. Tumini^ on^^eighth of a turn. 

1 • Left r oep \o 
turn '/8. \ 



2. Right ste'j 
turn i/8, r/ 



3. Left foot 
tup. 1 / 8 . 



u 



4. Rig' it foot 
turt. 1/8. O 






o 
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N. Twi- points at heel or toe indi» 
ca'.o f;eight bearing. 






3. and 4. (The foot turn 
would show a change of 
position, the foot not 
progressing in any di- 
rection. ) 



4 
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1 • Bearing 
weight on 
toes» 

Z^ Bearing 
weight on 
heels • 



0« The dot at end of plie mark indi- 
cates which part of foot touches 
the floor, 






1. Toe 
down- 
vrards, 

2. Heel 
down- 
wards. 



\ 



3. ifJhole 
foot on 
the floor, ' 



4. Sieve 
on toes. 



1 • (This step is described liter- 
ally as the point of the foot 
bending downwards, 

2, point of foot mxist be upwards; 
• heel downwards, and 



3* flat foot downwards. It is 
assumed that the part des- 
cribed touches the floor, 
Vfeaver translates this to mear 
1) a sinking with the toe to- 
ward the ground, etc, i\gain, 
the precise meaning escapes 
one, and the description is 
open to several interpreta- 
tions , } 






I ) 



5« Sieve 
on heels. 









6, Elev$ on 
whole foot. 



7* Saute onto 
toes. 



8, Saute onto -t 
heels , 



9* Saute onto , 
whole foot. 



6, (The only x«jay this step could 
be executed would be from a 
pli§ position, because, if the 
whole foot remains on the 
floor a rise beyond normal 
(middle) level is impossible. 
In 5« the body would not rise 
at all, only the toes. Only 
7* of the sautfe* series would 
be customary movement, as it 
would not be natural to spring 
onto the heel or the whole 
foot, ^Nevertheless , its in- 
clusion in the writing system 
may be important. It may mean 



eric: 






fc. i45>^ 
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10. Slide h 

( glisse ) 
to leading. « 



11. Same 
heel 
lead. 



12. Slide 
whole 
foot. 



y 



✓ 



simply that such a step is 
possible to write* or that its 
use was common in dance foxtns 
or pantomime characterizations 
of the time.) 



VI* Positions have the same 
markings hs steps. 

A. Pile 

right. C 



B. Cabriolle 
both feet 



\ 

v/ ’ 



C. To lift 
then place 
the foot. 






d 



D. Turn rights 
on both 6^, 
feet. 






U 

/ 



tx. 



E. Saute* . . 
die on 

both feet. ' x J' 

F. Pile , cabriolle . 
while making a . ' ^ 
full-turn right 
on both feet. 

0. Plie , eleve V 
half- turn 
right on 
toes. 




B. (No e3Q)lanation is given on 
the performance of a capriol 
on both feet. As one foot must 
beat against the other, this 
would appear impossible.) 



B. (A half-turn is indicated here, 
yet it is not clear exactly 
what is meant. It is probably 
a pivot on both feet with no 
progress in space.) 



F. (Feuillet makes a distinction 
of doing the pli^ and cabriolle 
while turning (en toumant ) 
'(diereas in the other steps he 
does not. The symbol appears 
in the same sequence for all 
these movements so the order in 
which the movements are done 
cannot be determined. ) 



vir 



Pile and elev6* on one leg. 



A combination of movements can 
be written by joining the half- 
position of the standing leg to the 
step symbol of the moving leg with 
a small line. This indicates that 



both movements 
same time. 

A« Pli^ on the 
left leg, 
while the 
ri^t leg 
extends to 
the right 
side, and 
remains 
en I'air, 



to occur at the 







B. Pile on the 
left leg, 
right emends 
hack halfway, 
then pli^s . 
and finishes 
on toes of 
both feet. 




A, Feuillet : ” . • .tandis oue le 
droit marche ^tendu , 

S: *^••to bend the left knee 
idiilst you walk with your 
right extended,’* 

(The present interpretation 
is to move the right leg to 
the right side while going 
into plie on the left. There 
would be no movement through 
space. Siris misinterprets 
the movement by his incorrect 
translation of marche . ) 

B. (Here it is clear that a 
transfer of weight begins 
when the right leg begins 

to plie . halfway through its 
movement back to the next 
position. The left would 
seem to move back to meet 
the right.) 



VIH, Echappfe* or Saillie 

Two steps bound at their head 
indicate that they must be done 
at the same time, which can be done 
by springing or by a movement which 
cannot be called properly bending 
or springing, but T-?hich will be 
called 5i chappy or saillie . This 
can be done with stiff or bent 
knees. That performed with stiff 
knees will be written with sliding 
marks , and that with bent knees with 
both sliding and falling marks. 



VIII. S: Step ^chapp^ 

( Saillie can be translated 
to mean **a sudden change. T- 
S: An Echappe is **• . , what is 
effected by opening the legs 
extremely quickly upon (into) 
second, fourth, or fifth position 

( EohappI is a modem ballet term, 
and clarifies the following ex- 
amples^of Feuillet, The Petit 
Echappe is lowest to the ground 
in modem tezms, and is the near- 
est equivalent to Feuillet* s 
echapp6 . The Grand EchappC in 
modem technique is closer to 
Feuillet* s saute . The movement 
is essentially a sudden jump from 
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A« Saute into 

2nd Dosition. . 

XT' 






=) 



r\ 



B* Saute into 
4th position. 






t 



x/ 



C. Echappe into v yr\ y 

2nd position I ^ 

with stiff ^4/ 

knees. T 

D. Echappe int^j J 

4th position * \i 
with stiff ^ |/ 

knees. XY 

B# Echappe into 

2nd with b-r;" Vr 

bent knees. cj 

F. EchappS intouX 



4th with 
bent knees. 



■cr 



IX* Positions and Demi-positlons 
Twisted 



hi twisted positions the foot 
turns inward and outwaxd on the 
toe, the heeli or in the air. 

The halfomoon is the symbol for 
this movement, and it is attached 
to the Portion of the foot which 
performs the action. 



tne position to^ another. * 

In ikydbm beHet it ie a jump 
from fifth position into aiw 
other, and returning to fifth 
hi Feuillet, it will be noted 
in the examples that the 
starting position is always 
first. 

That Feuillet *s echappe is 
low is characteristic of the 
period. Great height in 
jumps did not accur until 
later in the eighteenth cen- 
tuiy when, for one reason, 
costumes became less cumber- 
some, and, for a second, vir- 
tuoso techniques became the 
style.) 



(Only a selection from the 
examples given by Feuillet 
are shown here.) 
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A. Vfeight on 
toes, heel 
moves out- 
ward* 

B* Foot in the 
air, toe 
moves in- 
ward. 





f 

V 

I 



I 




I 



X* Change of Position* 

A change of position can be ac- 
complished by jumping or twist- 
ing from one position to another* 
In the former the change is made 
by jumping from one position and 
recovering in the other. In the 
latter the change is made on the 
ground, by twisting both feet, or 
one foot, on either the toes or 
the heels* 



A* Jumping 

1* From first 
to fourth 
true* 



2* From fifth 
to third 
false. 



\, 






(m Feuillet's text there are 
four pages of plates illustrating 
these changes of positions* 

Siris makes a selection in his 
own volume, and is not accurate 
in some examples* He does not 
include the air mark on the foot 
staff which indicates elevation* 
There is a selection from Feuil- 
let's plates presented here*) 



1* (The jump takes place from 
the position with spring marks, 
and recovery on those without.) 



3* From second 
true to 
second false* 



4. From fifth 
false to 
second true* 



0 ^ 



'S 









XT 
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B« Jianoing while covering space » 



1* Jump for- 
ward, from 
first to 
second. 



\ 



/ 



“O' 



2. Jump to the 
right, feet 

changing re- ^ >o 
lationship, TT-— 

4th to 4th. ^ 



"o* 



C. Jumping while covering space 
with both feet joined. 



1. Jump for- 
ward, feet 
joined. 



tr 

2. Jump from 'X. 1 
first to 
second. 



2. S: **To spring sideways to 

the right, xd.th both legs 
crs*d and the forefoot coming 
to the groimd backwards.” 

(This translation demonstrates 
the difficulty of describing 
movements in words.) 

C. (Feuillet refers the reader 
back to his section on 
echappeis . which he regards as 
similar to this step.) 



3« Jump from 
second to 
first. -J 



D. Twisting . 






'O 



y 






Positions can change by twisting 
one foot or both feet. The first 
will be called Twisted position. 
The second, Derai-position twisted. 



1. Twisted position: 

a. First pos- 
ition good 
to second 
false on toes. 



f 

\, 



% 

led'' 



D. (To change position in this 
manner the weight is left on 
the toe or on the heel. 

Which part bears the weight 
is shown by a dot as in pre- 
vious step symbols.) 



o 
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b. Fourth position 
false to fifth 
good on toes. 






>■ 















•20 









2« Demi-position ti^isted: 



a* Third position 
false to third 
good on one toe. 




b. Second good 
to third 
false on one 
heel* 




B. 



1 . 



Stepping into a new position 
moving only one foot* 



From fourth 
to first* 




2* From second 
to third* \^‘ 



*0 






F* Stepping from one position . 
through another, and finishing 
in a new position. 



1* From fourth 
to fourth, 
and conclude 
in-second. 




2. From fourth 
to fifth, 
and conclude 
in fourth. 




3* From fourth 
to second, 

and conclude ^ 

in fifth. 






£• 1. and 2* (The left foot does 
not move, and the writing of 
its half-position a second tin. 
is only for the purpose of 
showing its new relationship 
with the right foot which has 
performed the action.) 



F* (This section is unclear both 
in Feuillet and Siris, and it 
follows the section on spatial 
directions* I include it here 
because it has to do with 
changing position by stepping 
from one into another. 

The beginning position is 
fourth* One foot then moves 
into a new position. The other 
foot then moves into a new and 
final position. The foot flag 
at the end of the step staff 
indicates the final position 
of the feet* The order in 
which the step is taken is in- 
dicated by the order in which 
the steps fall along the main 
column. The step which is .. 
written first is stepped first 
though this is no indication 
of timing. 
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G* Beaten step # ( Battu ; 



1 • Step t^attu 
cou^de-pjed . 
then step 
b??ck* 



2* Step battu 
above and 
below ( dessus 
and dessous ) 
4 times. 



V . 

4; 

ly 


















V" 



3* Step b‘=»ttu 
to the side, f' 
then move N 
back. ^ 






. 

4. Battu txdce v.'\ 
to the side, 



then move 
forward. 



Ski-' 

V 

XT' 



XI. Step CJombinat-.ons. 

A. Step combinations are those in 
vdiich two or sov^sral are joined 
together. These will be shown 
joined by a line, and are to be 
regarded as one step only* Here 
follow two 



1. Three 
steps 
forward. 



2. Two steps 
forward 
ending in 
second 
position. 



iVT 



I 

. — 



\ 



X7 






A. (These step combinations 

occur in tables which follow. 
They are traditional patterns 
and, as Feuillet advises, are 
to be considered as a unit. 
They resemble modem combina-r 
tions , such as pas de bourree 
idiich have a traditional 
timing as well as movement 
pattern. ) 
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XII. 

A. 



1 . 



Tables of Step Patterns. 

In the following tables will be 
described most of the step pat- 
terns to be used in the dance. 
They will include courant steps, 
demi-coupes , couoes , pas de 
bourree or f leurets , jetes , 
contretemps . chass ez, pas de 
sissonnes , pirouettes , entre- 
chats* 



Table of times ( terns ) of the 
Couran t and steps of the 
Gaillarde * 

Times of the courante en avant: 







A, S; Only half of the tables 
are included, as ”any dancer 
will know” that what can be 
done on the right side can 
also be done on the left. 

Siris also includes a word 
description of each step, 
though Feuillet does not. 

Only one example from each 
table will be shown here, ac- 
companied by Siris* explanation 
S: ”iJow, as the greatest part 

of the steps in a dance have no 
peculiar terms to express them 
exactly in English, and that it 
is next to impossible to give 
them such as will properly suit 
with them, I have, in mapy 
places, retain’d the French 
terms idiereof a short explana- 
tion follows.'* 

1.S: **A step in the courante is 

made by bending and stretching 
out the two knees, at the same 
time that one foot passes aside 
of the other, and afterwards 
slides upon some one of the 
positions. ** 



'lii 
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I 2. Demi- coupes , 

I Demi- coupe en avant ; 

— — 







ff 

V 



2« S: half- coupe is made by 

bending the tw knees, at 
the same time that one foot 
goes aside of the other; and 
afterwards by stretching theii 
out in rising on the toes of 
the same foot) upon some one 
of the positions,'* 







24 
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3. Coupes « 

Coupe en avant ; 







3, S: % coupe is a combined step 
made out of the half » coupe we 
have been speaking of, and an- 
other step either beaten, or 
sliding, etc.” 




'C 
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4. Table of Pas de Bourre'e . or 
Fleurbts, 



4* S: This step is omitted* 



Pas de bourree en avant: 



w 

xr 



I i 



y. 

i 

y. 



h 

I 
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5 . Table of Jettees (or Jetes )« 
Jette en avantt 



1 



\ 



<y 



-Q* 



5« S: "The .jette is performed 
by bending your two knees at 
the same time, th?t your 
right-foot passes aside of 
the other, and you extend 
them by springing, upon the 
same foot, to some one of • • 
the positions." 






% 

' 1 



A. 



I 
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6* Table of Contre-temps , 

Contre terns (sic) enavant: 



6, S: ”A contretemps is also a 
combined step, and idien you 
are to perform it with your 
right-foot you must bend, 
then stretch out your two 
knees and afterwards spring 
upon your left-foot, at the 
same time that your right 
shall pass aside to walk upon 
some one of the positions; 
and last of all you must make 
a step with your left-foot 
either beating or sliding, 
etc*” 










yj&k. ' 









28 



7* Table of Chassees . 



Chassee en avant: 




) 



?• S: **¥e commonly call the 
chasse , where one foot being 
found placed in the second t 
fourth or fifth positions, 
after having taken its move- 
ment on the ground, or en 
l*air . goes and places itself 
directly in the room of the 
other, by beating it either 
forwards, backwards, or side- 
ways.'* 



ERJC 
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8* Table of Pas de Sissonne , 
Pas de sissoime en avant : 



8 . 



S: ”A sissorme-step is common- 
ly made by bending the left- 
knee at the same time that the 
right-leg opens outward to 
spring either forwards or back, 
wards to the third position f 
upon the two points of the toef 
toes, and at the same instant 
you must bend your two knees 
to rebound upon one, or the 
other foot in the same place.” 



D 
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9. Table of Pirouettes , 9 , S: This step is omitted. 

Half-turn pirouettes ; 




« 
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10. Table of Cabrioles, and 
Demi- Gabrieles . 

Demi- cabriole en avant , or 
■iette battu ; 




tr 



10« S: This step is omitted* 
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1 1 • Table of Entre- chats and 
Deml-Eritre>. chats • 



Demi-entre- chats : 




XT 



11 • S: **As for the common entre- 
chat , it is performed in the 
same manner with the right 
caper upon the third position 
but in springing you must 
remember to cross before and 
behind with your legs en l*ai 
two, three, or four times 
from the fifth position to 
the same again, ^erefore ine 
distinguish the entre* chats 
into three, four, five, six 
and ei^t because every time 
that you open your legs in 
the second position, and 
cross them in the fifth en 
l*air . it must be reckoned 
for two beatings «** 
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XIII. The Figure. 

A. There are two figures in dance 



A. (^Regular” could read ‘’Sym- 
metrical” and ‘‘irregular " 
could read “asymmetrical”; 



regular and irregular. 



B. There are paths to' be marked 
for both men and women dancers. 



2. Irregular. 



1. Regular 




to the present meanings of 
those tenos.) 



however it hardly corresponds 



1. Path for 



one man* 



2. Paths for 
two men. 



T7- Tsr 

3. Path for 
one .woman. 

4, Paths for 
two women. 



XIV. Taking Hands. 

A. By using a symbol along the 
dance notation column it can 
be shown when hands are to be * 
held with a partner. 

1 • Extend the ^ 1 • and 2. (This is the hand 






right hand. 






symbol for one dancer only. 
It would be necessary to see 
the dance notation for the 
partner to see the nature of 
the hand hold. 



2. Extend the 
left hand. 




Xr 



ERIC 



34 



I j 



B« An additional symbol shows when 
the hand hold is to be released. 



4.r^ Release 
hands • 






XT* 

1. Right 



hold 

hands. 



2« X^JTt. 



X3f# Port de bras . 

A# Port de bras depend more on the 
taste of the dancer than on rules. 
There will be only a few examples 
shown to describe the different 
Dossibilities of am movements# 






B# The symbol for the arm is marked 
with a ABC: A) marks the shoulder, 
B) marks the elbow, and C) marks 
the wrist. 



1 • The am f 
extended. 



A 



8 



A 

2# The wrist I 
bent. h 



3* The am 
bent. 



$ 



A sy 

A 



c 

A 



G. Placing the am symbol on the 
dance notation column. 



1. Left am 
extended. 
Right am 
bent at 
the elbow. 



V 



V 
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D* The line which the am describes 
in space will be drawn on the am 
symbol* They are to be perfomed 
in two ways, both upwj^rds, !?nd 
downwards* An upward movement 
ascends, and a downward movement 
descends* 



1. Wrist 
upwards , 






D. (It is not made clear in any 
text the precise difference 
between a rotation and a lift- 
ing or descending movement of 
the wrist, elbow or idiole am* 
Examples of rotation are given 
below though their fine points 
are not understood*) 



T7 



2* Wrist 
rotates 
upwards 






3* Wrist j 
down- r 
wards* 



■ft' 



4. Wist L 
rotates ? 
downwards* 






5# Whole 
am up. 
wards* 



■(h 



Whole 

am 

down- 

wards* 




7* Whole 
am 

rotates 
upward* 

8* Whole am 
rotates 
downward* 













(Feuillet concludes his volume 
with a notation for castanets 
which accompanies the dance 
Folie d*Espagne . and a Recueil de 
Dances by M* Pecour and himself* ) 



or 
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A. Demce Manuals 



4. Feulllet*s contredance Recueil > 1706. TMs little 
book (too small and tl^Iy bound for microfilming 
or xeroxing) presents an abbreviated version of 
Feuillet*s notation system. The popularity of the 
contredance among a wider sequent of society repre- 
sents a lessening of the strict regulations which 
bound the older forms of elite ballroom dance. 
FeulUet's handbook was designed for use by the 
wider group who had not . had the Intense and daily 
tutoring of the appointed dancing master. 

The volume contains a collection of dances and 
their airs. Three of these have been reconstructed 
for perfomance. 

John Essex translated this volume into English 
in 1710 and made several additions to the explanatory 
text. The dances which follow the introduction to 
his text are largely English, though little differ- 
ence can be seen between French and English style in 
the notated dance scores. ^ 



Feullleti R.-A* Recueil. • 



1706 [^ntredanse^ 



1 

V 

Preface: • t • [%e English are the first inventors of Contredanse 
• • • I have chosen the best of the original piedes for this Reciieil^ 
''Qaelques uns A leur imitation ont travaille dans ce gout la« 
entr* autre M? Voisin Kaxtre a danser A Versailles Auteur de I'Amoureuse, 
la Pantomime, la Bacchante, l*Epiphaxde|la Gasconne, et plusieurs autres 
qui ne sont point dans ce Recueil.'' 

(some of nor compositions Q **la Katelotte, la Folichon, et la Fee**' 

**Je suis bien fach6^ d'ignorer le nom des auteurs de quelques autres 
pieces que j*ai inserees icy— quand ils voudront les r^clamer et se falre 
connoitre je les prie d'etre persuadez de I'estime et de la justice que 
je seray tou jours prest a leur rendre.** 



"Elements ou Principes de Choreographie" 

(ibcplains on following pages the different signs for reading 
choreography^ 




/ 



(Walk fwd.^j "et fraper le plat du pied 
A terre en le posant comme si on 
poussoit un estocade." 
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donner la main 
quitter la main 

^ donner les deux mains, etc. 



y frapper une fois de la main ce qui 
vous est presente 

I (clap both hands together onc0 

C « II II II 3 times] 

/f ^ 

^ fairs signs du doigt une fois en menacant 
faire signe du doigt trois fois en '* 
^•^faire signe du doigt une fois conme pour 
faire venir a soy 

r jsame as above only three times] 






rond de poignet une fois 






/ 

•* 


1' 

« A_l / 











rond de poignet trois fois 
^ame for both hand^ 

pas qui saute avant de poser le pied \ 
terre, ce qu'on appelle saut contre- 
temps 

balance (rt, ft,— repeat lefQ 
pas de Higaudon jj^vd,] 



tr 
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la Reverence a gauche k s^avolr; d^gager 
le pled gauche et gllsser le droit en 
arriere. 
jsame to righ'Q 
^eans to rest 2 measure^ 



Steps idiich Best Suit Contredanse0 

"Les pas les plus ordinaires aux contredanses except^ celles qui 

sont sur des Airs des Menuets sont pas de gavote, chasses de cSteQJpas 

de bourreot et de certains petits sauts en avant tant d^un pied que de 

1* autre en forme de cloche pied \x^semblables a ceux que l*on fait au 

Cotillon, aux endroits ou I'on y donne la main, que j'appelleray ici des 

deny contretemps,” ^ 

r , 

(The little \y on the diemin ( '‘'-'A etc.) are not arrows 

marking the way one travels, but are signs showing >Aiich way the body 
faces. They also mark the meas^ . CT V 









¥“ 



”A toutes les figures rtndes comme sont les precedentes et suivantes 
on pourra fairs des demys contre temps ou des pas de bourse, mais les 
demys contretemps sont plus en usage,” 

A— —^4 — r^ake rt, hands to commence# 

^ A 

] before returning to place J 

”Comme il arriveT^rdinairement que chaque figure de danse finit A 
chaque cadense ou fin de I'air, il sera bon d*y faire un petit-saut sur 
les deux pieds, 

”A toutes les figures qui vont en avant en arriere, ou en arriere et 
en avant on sera tou jours des o?s de gavote# 
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«A toutes les figures qui vont de cote on sera tou jours des chasses 



de 
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Qiny other step than these above, sudi as rigaudon, balancements, etc., 
will be marked on the figure* 

|a contredance is none other than a couplet of dance always repeated 
at first Iqr two, by t, ly 6, by 8, 10, etc., or finally by as many as 

will* 

^ couplet as far as the contredance is concerned is a certain number 
of fi,gures capable of filling an air ("rempllr un air )• 

Wine mfiae" contredance can have several couplets, whi<* must be 
regarded as several couplets of **chansons* on the* same air* 

fihch couplet is divided ("divisd”) by figures! first, second, etc. 
The first figure is always that in which one begins and one goes to the 
last figure \diich is the end of the couplet,^ ”lequel sera repete non 
soulement par ceux qui ont commence mais encor pic] par tous les autres 
couples qui suiveront la m€tee route que les premieres et continueront 
ainsi dans le mSme ordre jusque a ce que chtcun soit arrive k la meme 
off il i o*mmen<» et pour lors tout le couplet sera entierement 
fini, et la, oha<jae couple se fait la reverence £ mesure qu'il finit et 



se retire* 



A 



**Mals s*il y avolt un second couplet 11 faudrolt au lieu de faire la 
reverence 11 faudzx>it dlsj^ le poursulvre dans le mSbie ordre que I'on it 
fait le premier et ne faire la reverence qu*l mesure que l*on arilve i la 
fin du dernier couplet.’* 

jis many can dance as are even couples—equal men and women t men on 
one side, women on the other. Each couple Is called a rank. 

jVor purposes of brevity, I will describe only the figure for the 
first couple, assuming that all other couples will repeat the figure on 
down the ranks. 

I^ere are two principal designs of contredanse on which route nearly 
all the different figures are invented^ 

'lElemarques encor que toutes les 
fols qu*un couple tennlne ses 
repetitions au dessous d'un 
autre couple qu*ll faut que le 
couple qui est au dessus, re- 
monte, et premne la place de 
celui qui decend.‘^ 





Ml 



Le premier dessein est celui ou cheque personne quelque figurent qu*ils 
f assent va terminer toutes ces repetitions, chabun i son m€tne cSte, c*est & 
dire qu*un homme ne change de place qu*avec un autre homme, et une femme 
avec une autre femme. 

^^Le 2?^ dessein est celui ou les homnes termlnent toutes leurs 
repetitions a la place des femmes et les femmes en la place des hommes. 

^^Dans le premier dessein 11 y i quatre (dioses & remarquer. 

^^Premierm^ [primarily quand un couple a commence a danser, 11 ne dis- 
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er 



m 



continue point cu'il ne soit de.cendu jusque au 1 rang come depuis 



i*. i.-j 



2^^ chaque repetition doit tou jours connencer au rang A et finir 
au 2. rang B ensuite au jP rang* C au 4^ I) &c* et enfin decendre de rang 
en rang jusque A ce qu'on soit arrive au dernier rangy ou pour Xors 
toutes les repetitions de ce couple sont finies, et ce couple ne danse 
plus qu'a mesure que les autres couples qui venans aussl a decondre [sic] 

chacuns a leur tour les font remonter* 

nt !*• -- V 

3 qtt'IIn jsicj couple ne doit point conmencer a danser qu'il n'ayt 

auparavant ateint le rang conne en A* 

qu'un couples qui a ateint le rang de dolt point conmencer 

A dancer jusqu*A ce que celui qui le precede n'aye fait auparavant deux 

repetitions comme depuis A jusqu*A«C*^^ 

^e second design 

|irst of all Yihen a couple begins to dance Me quelque endrolt quUl 
parte y" they must not stpp at the last rank but should return to the 
same place^ 

V A mesure que chSque repetition recommence elle augmente toujours 
d'un couple* en sorte que la danse qui n'etoit d'abord qu'A deux* devient 
A quatre ensuite A six* A huit* A dlx* &c. et enfin jusque A ce que tout 
le monde soit en mouvemt**' 

|3rd When each couple arrives at the 1st rank it must follow the 
same path the others have made. 

j^th When a couple has descended to the last rank* where no more 
couples are fcund. with whom to dance* then that couple dances again to« 
gather and then climbs ("remont^’*) again while dancing to the place where 



they began* then all the repetitions of that couple will be finishedjJ 
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couplet 2 



couplet 3 



jlftien there are 2 or more couplets to one > | j^th a 

couplet 1 cross 

contredanse, they will be marked like: _ ^baa^ 

|Mow after the description it is 
necessary to practices 

l^e airs are divided so that they agree 
with the dance figures written on the same page. 

j^e air should be reoeated as many times as necessary* 

[^e can practice by playing the air over and over until he learns the 
figure, then playing it through without stpppin^ ^^et s*il y avoit un second 
couplet et qu^on voulu aussi le danser car 11 est llbre de le danser ou de 
le garder pour un autre fois on s*y prendroit de la ndhie maniere que l*on 
it fait au premier*** 

jTable at end lists 32 centre* • • , and Privilege note* that first was 
granted in 1699 snd term had expired, so it was extended 4 more years, 
beginning August 29 » 170^ 
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A. Dance Manuals 

I 7, The first portion of Tomlinson's manual of 1735* 

f . Portions of the original passages have been in- 

cluded; hovrever, the analysis of steps and timing 
1 are my own. Of all the manuals, Tomlinson's is 

i the most difficult to comprehend and it must be 

I condensed and simplified for undergraduate use. 

X The lower half of the sheets which are empty 

are to allow for note-ta}d.ng in the course of 
I study of the text. 
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KeUblom Tomlinson* The Art of Dancing Explained by Heading and Figures. 
First Design'd in the Year London i HDCCXXXV. 



Ck>upee of one step, or Half Coupee 

The half Coupee is most difficult, by "reason of its plainness, 
is originally nothing more than a single step, made with either foot, 
from one place to another with the additional ornament of a movement 
or bending or rising of the knees in time to music* • • upon the toe 
or heel* 

"• • • may be perform'd in various ways, as by sinking, rising, 
and stepping forwards; and the like backwards, sideways, to either 
hand, or in turning a quarter or half turn, dc* It usually takes up 
a time or measure of the tune, and being continued, transfers the 
weight, as in walking, from one foot to the other; and, in distinction 
from the rest the dancing-masters have named it a half coupe e, tho' I 
think it may rather be called a coupee of one step, • • •" 

1* A "Time" is a measure of the tune* 

2* This proceeds from one step to another, like walking* 




Coupee 



"The coupee, on the other handf is a compound step; that is to 
sayt it is fomed of two steps joined together, which, however, are to 
be accounted but as a single step: the first movement of idiidi begins 
in a sink and rise* If the tune, • • • be of triple time (as a Sara- 
band, • • *) then the first step takes up one of the three notes, and 
the other tiro notes are counted in the remaining step*" 

1 • This repeats itself over add over starting on the same foot* 

The left ft* takes the wt* at the end of the three counts, so 
that the step is ready to be repeated on the same side again* 

2* Coupee on 3 counts (2 steps)* Preparation: Wb* on left ft*, 
first oosition, heel of rt* ft* off the floor ready to move 
(PI* I>* 

ct* D tBoth knees bend ("sink") before the wt* transfers and 
before the rt* ft* moves (p* 27)* The rt* ft* moves fwd* and 
takes wt*, to a slightly open 4th position (4th as in Rameau’s 
Abrege— cf* Feuillet); the body inclines toward rt* ft*, and 
knees appear to be softly bent (PI* IX, rt* fig*)* 
ct* 2) A The left ft* moves fwd* "in a slow and gentle 
motion" (2o) and is placed fwd* in the similar 4th position as 
above, incline toward left (PI* IX, left fig*)* P!y the end of 
ct* 3) bhe left ft* has taken the wt* and the rt* ft* has 
drawn up to it in 1st position as before ready to repeat* 

3* In accompanying plates, rt* fig*, or 2nd fig*, is also referred 
to as "Oman’s side*" 

4^ A "sink" and "rise" on one beat is referred to as a "movement" 
(p* 2?)* This "is the manner in \diich the first step is usu- 
ally taken" (p* 29)* 

5* A coupee and diemi coupee both take up a full measure, so are 
equal in time* Ihere are no meas* markings on the notation 
descriptions in PI* E* 



Coupee with Two Movements 



This is the coupee before with alterations. The first part* 
which is a demi coupee on one ct.t proceeds as usual; the 2nd and 3rd 
parts are varied t e.g.—the left ft. sinks and rises during those 
counts, and can be close to the floor or ''smooth,^ or can bound off 
so that ct. 1 ) is a sink, rise, sink. The last sink of ct, 1 ) is 
a preparation to leap on 2 and 3, falling on 3# 



Of the Bouree-Step or Heuret 

"The bouree is composed of three plain straight ^$1^ steps or walks, 
except the first, ^i(di begins in a movement" (defined above as a sink 
and a rise) "and is to be performed in the same method, da the half cou^ 
pee, or coupee with two movements, that is to say must always sink, at 
the beginning of the step or walk, and rise at, oh gradually before the 
end of it; which is the manner in idiich the first step is usually taken, 
in the performance of all steps, except springs, bounds, hops, or chas* 
sees, to, • • •" (He will refer to these in the Ihture as a movement, 
i.e., in the first step.) 

The first step occurs and rises on the first beat oh "oadenee or 
time," the second on ct. 2} and the third on ct. 3)* "These three steps 
are to be esteem’d but as one step, in regard of its being a composed 
step; • • • and it is made by a smooth and easy bending of the Imees, 
rising in a slow and gentle motion from thence; which rising, as I have 
said, is upon the first note of the measure, the weight of the body 
being supported by the foot that made the step, during the counting of 
the second and third notes of the bar. " 

• • 

1 • The Dlle occurs on 1 ) as a preparation at the end of the beat 
after the weight is placed on the ft. so that 2) and 3) probably on 
the half toe, like a triplet run or waltz run with small steps in slow 
time. This can be done to the side with the foot crossing first to the 
front or to the back. The latter is called the "bouree before and be- 
hind" and the "bouree behind and before." 

2. Another variation is back, back fwd., or "Twice Behind"; this 
is done with exceedingly small steps. Taking off from 1st position, 
the two back steps go from 3rd to 3x^ position; the fwd. step goes to 
4th pos. (see pl« 9)* Remember, the steps are very small going from 
position to position. 

3* Tomlinson begins in first position in demi-^coupee, coupee, and 
bouree, while Rameau and Siris begin in 4th. 



. Of the Pasgrave or March 

(^is is the Courant; see Hameau, Abreee . 



p. 273 



This is originally single or plain step, as the half coupee," 
but the rise and sink differ* 

3 counts* Preparations ankle of the beginning foot touches the 
heel of the wt* bearing ft* P1*V shows the beginning ft* redting on 
half*toe in 3rd position back* Gt* 1)t Rise and point the beginning 
ft* to the side, about half a walking step* 

Cts* 2) and 3)t "After this the foot moves slowly forwards, 
pressing the floor," (pi* IX, again a slightly open 4th position) "as 
it passes along, about the length of a step in walkingi^ which pressing 
of the toe or instep to the ground, as it moves, is what we call a slide 
in dancing*" On the "expiration of1|he third boa's* • * it receives the 
weight, concluding in the third position, as at first, but on the con- 
trary foot*" This would mean that tn the third beat the back ft* would 
close to third position withoht bearing weight in order to commence the 
next step* This can be done fwd* or backwds*, thoiigh he says so only in 
the next section* 



1* Like the other steps, this could also be done to other meters* 



Of the Point and March 



These are two steps, or a break-down of the fomer march step into 
two; the point and march usually take up two measures of time ^though 
sometimes they are both performed to a measure* (35) The point begins 
like the preparation for the march, i*e», ankle to heel* Sink, rise on 
ct* 1), and ooint as before, holding the point for cts* 2) and 3)» after 
which follows the march as described above* He doesnH say how the 
pointed foot returns to position in order to perform the march step* 

This is clearer when he describes how the pojiit and march can be done on 
one or two measures* 

On one measure: Rise and point on 1), rise and point again on 2)— 
this is a repeat of the first movement on ct* 1 )— and move the foot fwd* 
as in the march above on ct* 3}* 

On two measures: Rise and point on et* 1), hold there '^beautifully 

standing** for 2} and 3); on the second measure perform the "march or 
Slide.** 



Of the Spring or Bound 

# 

This Is a leap» beginning in the 3rd position with the starting 
foot placed behind the bearing ft. as in the preparation for the 
march. It advances or leaps from "the third to the third position; " 
fwd. tbadcwd. t side to side, etc.; in common time (2/4) or 4 time, as 
in Rigadoons, marches, etc., the wt. changes twice, or there are two 
bounds to a measure; in triple time the wt« changes on each beat, or 
3 leaps to a measure. 

1. Does "bound" eq^ "half caper"? See Essex' translation of 
Rameau. 
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Of the Close or Jump ^ 

|A ’*contretenps*'—RameaUt Abrege . p* 63j 

This step does not progress as does the Abound* ^ A **01036 on the 
ground** means that the rise Is no greater than to the extremity of the 
toe. Begin in 3rd position, left behind, sink and rise Into a half side 
position (left again) like that of the point in the march which does not 
go fully to the side but approx, halfway: Instead of pointing to the 
ground as in that step, spring **upon the toe or instep of the foot the 
weight is on, and the sane time or instant both heels come to the floor 
together and receive the weight alike,** or go off from one foot and 
land on two. One is net to leave the floor, dose in 1st or . 
position. It is also possible to spring off the floor and then it is 
called a **close** or **jump.** It **always begins from one foot, the weight 
constantly coming down in the same place.** This must be perfomed in 
the same place, from 3z*d to 1st, 3rd to 3rd, etc*, front to back, back 
to front. (There is one example in Rameau* s AbregS which shows a jump 
from 1st to 1st on both feet, p. 62 .) 

**This step in dancing mu^ resenibles a period or full stop in 
letters; ... since nothing is more frequent than, at the end of a 
strain in the tune, to find the strain or couplet of the dance to con* 
elude in this step, as also at other remarkable places of the music. 
Besides this close gives great life and variety in the composition of 
dances; for whereas most 6ther steps lead the dancers a regular figure, 
and consequently render a change thereof more difficult, in this step, 
the body being as much upon one foot as the other, . • • This step 
generally takes up a measure, that is to say, with the time you rest or 
stand stills for Instance, to a tune of triple time the close is per- 
fomed to the first of the three notes, and the second and third are 
counted, during the time you rest; but to tunes of common time, as marches 
gavots, rigadoons, &c. this step and time it is to rest sometimes are a 
measure, and at others are not, as having a plain step or walk added 
thereto, which said close and step together fill up the time.** 



Of the Spring or Leap 



This begins and ends on both feet, *'«fhtther in the first or third 
position* • • to a tune of three it sometimes takes up a measure, and at 
others not»’> One can spring on the 1st count— this means to land on 1— 
and hold cts 2 and 3* "Upright and circularly are the two ways in which 
this step is performed, when it singly answers to a bar* • • • " This 
usually ends a "strain or other remarkable part of the tune, and when it 
does not, as it rarely, if ever, does in the other ways of performing it, 
we often meet, instead thereof, two leaps and a plain straight step;" (see 
notation) "wl^ich three springs agree with the notes, as before, tho* they 
are seldom used except in comic dancing and tunes of common time, that is 
to say, of four in the bar, as in Gavots, Marches, Bigadoons, dc* in idiich 
this spring or leap on both feet is the same in its answering with the 
notes of the tune, except that instead of two springs and the plain 
straight step to a measure, or the three springs, as in triple time, in 
these of common there is but one close and the straight step; and also 
instead of three springs or leaps, here are byt two, idiich steps agree 
with the notes, as follows t" (41) Bring the wt* down on 1), which means 
plie, jump on 1), take a "plain step," which he doesn't explain, on 2} 
and 3 ) I and on 4 ) prepare for the leap (our jump), on the first beat of 
the next measure* This can continue repeatedly in a sort of "harmonious 
leaping to music," and it can also be performed on the ground like the 
"Close" and can move in any direction* 

1* In other words, the step (leap) can be performed at other times 
than to end the strain, and these rare occasions are outlined 
above* In triple and 4 time when the ap" occurs on the 1st 
beat, a plain step follows, and preparaaion for the next leap 
(jump) concludes the measure* 
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Of the Rlgadoon Step of One Spring Open in the Same Place and Close 

This is an open Spring, landing in the same place, and is almost 
always followed by a close step on the next measure. The Rigadoon 
step is seldom done without the ''close,** This step does not progress 
and is always in 4 beats, never in 3/4 time. Start in 1st pos.; begin 
on either foot, e,g, Rt, begins: sink and rise either off or on the 
ground, letting the rt, foot move off to the side about the length of 
a "step in dancing"; it returns to 1st position (PI. XV shows a rather 
wide position of the ft. to the side with the ft. pointed easily and 
off the gx*ound). The left ft, then is disengaged to "open sideways in 
the like manner," and returns to 1st pos. 

After this comes the close on both feet, "which sometimes is to a 
measure, and at others not, in that there often follows in Rigadoon 
movements, a plain step or walk in the time or measure, as for exanqple, 
you'll find in this movement of the Bretagne, that is to say, the 
beginning of the second part is the vexy same step I have here des- 
cribed," (Does he mean that one repeats a second Rigadoon step?) 

The Rigadoon is a 4 beat tune, 

Ct, 1: plie spring lit, ft,, while 
swinging rt, to the side, 

Gt, 2: ft, down in 1st pos, 

Ct, 3: plie prep, for swinging 
li. ft, to side and bring- 
ing both feet to 1st pos. 

Ct, 4: plie or sink in prep, for 
"ensuing Close," 

One can also begin in 1st and 
close in with the rt. ft.— if it 
begins the swing to the side— closing 
in front of the left. 

Bkwds. the ft. closes behind the 
supporting ft, and the second step 
behind that. 

Or the spring may be done in 
pos, before and the second step be- 
hind. 



Or 1st spring behind and 2nd be- 
fore. 



These "are to be performed from either of the said positions, Aether 
the first or third, as is also the Spring or Close that follows them, 
whether upright or changing of the position; that is. Instead of coming 
down in the first or in the third, as at beginning, the feet are changed, 
for instancd, the first last, and the last first," 

1, The spring is only for the first part of the step. The 2nd step 
or 3rd beat step is just a swing to the side without the spring. 



Of the Mgadoon Step of Two Springs or Slssonne 

44 1 ”The Rigadoon step with two springs differs from the former 
of one in this, that whereas the aforesaid is performed in the same 
place, arid only with one spring, this is of two; the first of which 
advances or retires, about the length of a march, whilst the second 
spring is in the same place upon one foot*" This step advances on the 
first spring* 

1* This can continue fwd*, alternating sides (p. 45)* Forward 
Sissonne starts in position with the beginning ft*— .that 
upon whiBih you spring—behind, bearing no weight* It is done 
on 4 beats (47), 4/4: (timing is given on pp* 47-48—1 incor- 
porate it with the wrd description) Preparation: 3rd pbs* rt* 
behind bearing no weight (Pl* V)* Plie on upbeat, then 

Cfc* 1 : Spring on left ft* , swing rt* 
fwd* as in the "Inarch" only in 
the air, land with wt* equally 
divided betw* rt* & left* 

Ct* 2: Both knees bend* 

Ct* Spring on rt* t closing L* to rt* 
in 3rd pos* with the L* behind— opp* of prep* pos (P1*V opp) 

Ct* 4: Prep* for next movement— 
or plie on rt* 

2* Same to a Saraband , for example, cr slow 3/^ time, except only 
one-half of 3rd note is given to plie prep* for ensuing step* 

3« This step can be done fwd*, side, bckwds*, turning* 

P* 45: backwards: Prep*: 3rd pos* rt* ft* fwd* (opp* of fwd* 

Sissonne)— pli^ and Sissonne rt* 

Ct* 1 : Spring back on rt* ft* , 
taking wt* on both ft* 

Ct* 2: Plie prep* 

Ct* 3< Close L* ft* with spring 
from rt* to 3rd pos*, L* 
in front— opp* of prep* 
position* 

Ct* 4: Plie prep* 



4* P* 45-46: Sideways, crossing front rt* 

Prep*: 3rd pos«, rt* ft* behind with no weight, plie* 

Ct* 1: Spring on L* bringing 
rt* ft. to 5th pos* rt* 
front equal weight* 
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Ct. 2: 


Pli6. 




at. 3s 


Spring & bring L* ft* 
to 3z^t L* behind on 


j' 

? 

\ 

t 




toe* 


i 


Ct. 4: 


Pile prep* 


j 

J 


Sideways: crossing back rt*««opposite of front cross but 


'i 



ending with rt« ft* up & wt* on left* 



6* P* 46: It can also be done as in Fig* 3 only crossing behind* 



It could also be written without noting 5th pos* • as in Fig* 3 
in notes* p* 13* 
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Of the Qalllard and FaUing Step (W-5§ 

This is made up of a ^dose** and a plain step or walk* 48: "The 

Galliard step is in a manner the same, as the befor [sl^ described 
close from one foot to both, except that in this the weight of the body, 
after making the spring or movement for the close, remains on the same 
foot upon which it was at the beginning; from whence it follows, that 
the foot which, in the foregoing close, received one half of the wei^t, 
is here to be Reengaged, and at liberty to perform the succeeding one 
idiich is a plain straight step or walk; • • • this step always ends with 
the same foot it begins, idiether it be the rig^t or left*" It goes 
usually fwd«, back, side, turning quarter and half turns,. "^The Falling 
step rarely, if ever, fails to accompany it" (the galliard step) "in that 
they are inseparable" like the rigadoon and close* Sometimes "• * • we 
find the coupee crossing before sideways introducing the falling step; 

. . The falling step is done with some lively activity; for he says 
(50) • • the left foot which was upon the point" (extended out to the 

side) "is brought with a swift motion to its relief, crossing behind the 
right on tjhich the falling weight is in fifth position, receiving the 
body" (ref* to PI IX) "which must otherwise have falleni^ and releases the 
right foot which immediately receives the weight again, in a bound or 
balonne sideways to the hand the {^1 H fall was on, in that the left no 
sooner receives the falling weight in a sink or bended knee, than it 
gives a spring, in rising, and throws the body, as in bounding back, upon 
the right foot*" 

1* 49 : to 3 tunes, like ^Forlanes" and Jigs (p* 51 )s 

Prep*: pos*, wt* on left, 

rt* behind resting on 
toe (PI. V.)* 

Ct* 1 : Spring on left ft* , land 
in 1st pos* (PI* I) with 
feet together but with the 
wt; kept on the left ft*— 
this is a "close" except 
for wt* 

Ct. 2 

& 3» Take plain or straight step 
fwd* on rt* transferring the 
wt* to the rt* leaving the 
left pointing turned out 
behind (PI, VII) —step con- 
cludes on 3^1 beat* If one 
were to sink and rise on this 
plain step, one would sink on 
2 and rise on 3 (p* 52)* 
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Timing is given on pp, 51-52; I incorporate it with the 
description of the step ^ioh occurs earlier in the text. 

2« Falling step: 

Ct. 1 : The body bends or bows forward 

—preparing for the ‘»fall.** 

Ct. 2: The left foot advances up "to 

(50:) prevent it; which it does by 
receiving the falling weight 
in a sink or bend of the knee» 
in the third position inclosed 
^sic^behindt" and takes the wt. 
releasing the rt* ft. (2nd fig. 
in Pis . IV and XIV. It shows 
in the last fig. that the re. 
leased foot swings fwd. off the 
floor. ) 

Ct. 3: Spring on the left "immediately 
after its receiving the afore 
said falling weight," and come 
down with a "balonne" or bound 
on the rt. concluding in 3rd 
pos. with opp. ft. in front 
(rt. in front, wt. on rt. , left 
behind) prep. pos. of galliard 
step. This would therefore alter. 

' nate sides. 

3* Also 4/4 time as in galliards, bourrees, rlgadoons,etc. , as 

follows: (52) "When these steps are performed to tunes of common 
time, as they for the most part are in Galliards, Bourses, Riga, 
dooms, &c. they are intirely (sicj the same as in triple, only, 
instead of borrowing half the third note for the sink in common 
time, the sink or preparative for beating the time is upon the 
fourth note as has been shewn in the Rigadoon step of two springs; 
and the most usual manner of performing this step is in a soft and 
gentle movement upon the floor, tho' it may be done to advantage 
either way» viz. off from the ground, or upon it." 

4. Galliard/fall sideways rt: Begin the same, step straight step to 
side rt. , left toe points side left, fall toward rt. , & bound 
again toward rt. 



5* 51s The step turning is the same as the sideways step except that 
one can turn a quarter or half turn on first movement, i.e. from 
3rd to 1st pos ...then the step proceeds according to the sideways 
pattern with a new front. 
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Of the Bouree with a Bound (52-53] 

52* This is a step with k parts; the first 3 are like the bouree 
or fleuretv i»e« first step with a sink and rise, 2nd two like the same 
in the bouree, the 4th is a bound. 

1. To triple time: (53) 

Ct. 1 1 Take the first two steps, 
i.e., sink and rise, step. 

Gt. 2: Conclude the bouree step 

with a step. 

Ct. 3: Bound. 

This does not alternate, but always begins on the sane foot. 
There is no notation sign for this step. 
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Of the Slip Before and Then Behind » or Slip Behind and Aftenrards Before, 

and Half Coupee Sideways 

54: This consists of 4 plain steps, and It may be done on or off 
the ground. These are generally perfomed sideways rt. or left, or with 
a quarter or half turn. 

1. It is done to both triple and common time: discussion of timing 
on 57*5B; I Incorporate It with word descriptions. 

2. To slip sideways crossing before St then behind. Common time (4/4) • 

Prep.: 3rd pos., wt. on left, ri^t on point behind, "disengaged. ** 

Ct. 1: (slipping to the rt.) 

Sink and rise and step 
sideways x*t. 

Id: Cross I«. ft. In front 

of rt., continuing to 
side. 

Ct. 2: Sink. 

{ Ct. 3: Rise, step or "slip" side rt. 

3d: Cross left behind. 

Ct. 4: Sink In prep, for next step. 

His explanations on p. 57 for timing are very complex and not clear. 



3. Triple time—e.g. Saraband, Louvres, Passacailles , etc. 

P. 57* "Sometimes the first slip is quick" as above "and the 
second not." (And sometimes vice versa.) 

The first slip quick— same step pattern as above: 





j^Ct. 1: 


slip^ 


Id: 


/ 


'"Ct. 2| 


slip-^ 


Let. 3* 




3&: 



Sink, rise, step side rt. 
Cross left front. 

Sink, rise, slip side rt. 
Cross left behind. 

Sink in prep, for next step. 



The last slip quick: 




1: 



2 : 



Slip side rt. before. 
Cross left behind. 



















Ct. 3: Slip 

3&$ Cross left behind. 

A "slip** includes 2 steps, e.g. side, back* or side, front. 

km 55-56 : A turning slip is done by turning either a or i turn 
on the first rise, so that on the first step to the side the turn 
will have been completed. The remainder of the step occurs to the 
side with a new front. 

5« The slip may slip first behind and second before, or (560 both 
slips can be behind or both before. 

6 . 56 1 The slip is seldom performed without the half coupee following. 
This is done to the same side to which one was progressing —as 
above, on rt. ft. side, then the left foot %akes a motion in the 
air, in the fom of a half circle, before the ankle of the right 
foot, opening to the left hand, and accomplishes the time or meas«» 
ure." (5^57) 

4/4 half coupee, rt. side: 

Ct. 1: half coupee rt side. 

Ct. 2 

& 3t lidft ft. makes circle in air. 

Ct. 4: Sink 

3As 

Ct. 1: Sink, rise, step side rt. 

Ct. 2 

& 3: Left ft. circles in air. 

3&: Sink. 

Refer to 1st fig's, in PI. XIV & XV— for the foot circling in air. 
Wt. remains on rt. ft. on the sink, with L. ft. pointing off to the 
side— judging from PI. XV. 

7* 56 : ''Both slipping before is,* when, in perfoming the said move- 

ments , the foot, Tdiich makes the slips , is both times drawn 
crossing before the foot, which begun, that is, the second and 
fourth steps; and the first of these steps, hamely, twice slipping 
behind , is in the Rigadoon of the late Kr. Isaac , ^ere, in the 
beginning of the tune, the second time of playing over, it foms 
a perfect square, which is no small addition to the beauty of the 
said dance; and this step slipping before is no less remarkable, 
in that it is frequently met with in dancing." 

See p. 2 of the Rlgadoone by Mr. Isaac in Wsaver's 2nd ed. (p«102) 
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Of the Hop or Contretemps 

58: This is a compound step of 2 walks like the coupee. It can 
begin in 3rd or 4th position. He gives examples to the left in 3 rd 
position. 

1. Third position: 

4/4: 

Prep.: 3 rd pos., wt. on rt., left behind disengaged." 

Ct* 1 : Sink, hop in place on rt. 
j%op^ at the same time pointing 

left toe to side as in march 
(PI. VI or XV) except that 
it doesn't press to the floor 
but stays in the alx. 

, • 2 i Left swings fwd. & steps a 
dtep^> distance of a walking step* 
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3i Rt. step fwd., return to 
draw”! starting position. 

Ct. 4: Sink. 

3(4: Same, except that the ot. 4 
"sink" occurs on ct. 3 £* 

Timing described on p. 63»64. 

59s Backwards: the same except left ft. is in front of rt. in 
3 rd pos. prep. 

3» 59-60: In J or i turns the turn is performed on the hop and the 
rest of the step with the new front. 

4. 60 : Sideways: Prep, and hop are the same; the first step then 
crosses either before or behind, and the "draw" steps to the same 
side. 

5. 60.6l: Sideways: Prep. & hop samOf starting left as above. 

After Dolnt to left side, step to left side, draw rt. to 3 rd pos. 
behind left, so the ending positions differ. 

6 . 4th position: Hop beginning left as above, but in "4th" position 
(this looks like 2nd position in PI. X, to which he refers, but 
only one ft. bears wt.). It is called a 4th position in that the 
f^. hop prepares from a 4th position, and after changing wt. on 
the hop (or bound) the other ft. takes a step fwd, then the other 
ft. moves fwd to beginning position without bearing wt. ( 62 * 63 ). 
Also backwards the same. 

Prep: "4th pos." (our second) wt. on rt. ft. Sink, transfer wt. 

to left ft., spring, release rt. from ground. Gross rt. before left 
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as walking (PI. XI), left moves out to beginning pos. to repeat, 
does not take wt. This notation does not show where the wt. is 
carried in the preparatory position, so it is very hard to read. 
62: This latter hop is seen in Mr. Isaac's Rigadoon, 2nd strain, 
at end of 3rd bouree on woman's side, where on the 2nd step of the 
bouree the heel is merely set down and does not take wt.; from 
thence it begins the 4th pos. contretemps. This is really a bound 
and unlike the pos. "hop." 

7 . The 3rd pos. hop leads the "dancer into the bourees, coupees, & 
half coupees, &c., as the other (5th pos.J leads him out of these 
steps." 
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Shirley V.ynnu. October, 1969 



STEPS IN THE MINUET 



A minuet step pattern consists of four steps* These are performed 
throuQh two measures of 3/4 time* The many possibilities of correlation of 
the four steps with the six beats produced a wide variety of timinQieven at 
the height of the popularity of the dance. Unquestionably the version chosen 
by each dancing master depended on his own predilections, the fad at the 
moment, the country, and the dancing situation (an organized ball, a family 
party, a court occasion, a school, etc)). Feuillet, Weaver and Siris give 
only notation symbols; Rameau and Essex give one version of timing of the 
''simple** step pattern; Rameau in his Pibbreg^ adds many more step notations 
with further timing possibilites; Tomlinson gives still mure versions quite 
unlikcs Rameau's. In an early work by Rudolf Laban (Choreoqraphie . 1926) 
there appear to be further variations which may be derived from German., sources; 
his reference is not given. A sample of timings is shown below: 
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JJ J 



cJ J cl j 

|d J|jd 



ITomlinson, p. lU3ff. Minuet fv^d 
) Minuet side rt. 

iiinutjt side ift 

" p. Iu9ff. Minuet fwd with 3 

movumonts 

Minuut sidu 1ft, cross 
before 

Minuet side 1ft, cross 

a ^4 behind 

Hameau, p. rbff. 
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I 3« 



t rt 

t ? 



|J J j|j ^ J 

p r rl 



Tomlinson, p. 116*17 Thu running bourse 



Rudolf Laban, p* 56 
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All of the bosic stops begin v-^ith two tiemi-coupes. In its 
simplest interpretation, une of these steps consists of o single step 
forward. In addition, huv;ever, there is a preparation plid and a rise 
in the step. Vihere the pli^ and rise occur in the course of th^ step was 
a matter of great concern to dancing masters from 1700 when the step 
first appearedin th^^no|ation manuals* The later sjurces make it clear 
that the rise in theAUumi*-coupe in the minuet step should come on the 
first beat of the first measure. The next step is another demi*>coupe 
performed in the same manner but ;<ith the wide varieties of timing given 
in the musical examples above. Thu last two steps are "plain" steps upon 
thu ball or half- toe of the foot. The movement curve of the 4 steps are, 
generally, down-up, down-up, up, up, and again down to prepare for a 
repeat of the sequence. There are many step variations v./hich follow this 
pattern. Cthers which differ considerably from thu above were thought to 
be embellishments. 

reuillet insists that steps should bo no larger than the distance 
required to move from one position to another. Tomlinson later practices 
the same rules end gives specific instruction as to which positions the 
feet move into on each step. This practice applied to all the steps used 
in ballroom dances of this period, not only those of the minuet. 

Steps from Tomlinson's Hinuet 
The french or iveu* ■•linuet Step (One and a fleuret) 

The steps always begin on the right foot. 

forward: 

first measure: plie-preparatiun on upueat, step forward to 4th 
position with rt.ft. (demi^cuupej on (1); close 1ft. ft. to rt. ft. 
in 1st position and lower heels tu floor, leaving weight on rt. ft. (2); 
plie on rt. (3). 

second measure: step fwd. with 1ft. ft (demi-coupe) on (1); step 
fwd. rt. (2); step fv;d. 1ft. (J). 

Sideways to the flight: 

same timing and step combination as above. Step side rt. with rt. 
ft. to 2nd position on (1); close 1ft ft. to rt. ft. in 1st position (2); 
plic (3); step back to Sth pusitiun with Ivt. ft. (1); step side rt. 
with rt. ft. tu 2nd position (2); step back to Sth position with 1ft. 
ft. (3). Louk over the 1ft. shoulder, "Complaisance." Lft. ft. remains 
pointing side on 2nd beat of 2nd measure, and draws back to Sth (giissez) 
on 3rd beat. 

Sideways to the uuft: 

same timing and step combination as above. Cross rt. ft. behind 
1ft. to Sth position (1); close 1ft to rt. in 3rd position front (2); 
plie (3); stop side 1ft. with 1ft. ft. tu 2nd (1); cross rt. ft. behind 
lft. to Sth position (2); side 1ft. vdth 1ft. ft. to 2nd position (3). 

Tomlinson describes a Sth position in the sideways patterns, but 
his engravings show a position between 4th and Sth. 
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A MIWUtT BY KELLOM TOMLINSuiM, London, 1744 



TOH: top of the hall 
LOD: line of direction 
G: gentleman 
L: lady 



The numbers along the figure stand for 
one minuet step or two measures of 3/4 
time. 




cross behind. Turn to face LOD 
on last step of 3); 
simplified: side 1ft. 

4) Fwd facing LOD, link inside hands. same 

Focus on partner. 

5) , 6), 7), 8) Side rt. Release hands 5), 6), 7) Fwd facing LOD. Release 

on 7) hands on 7) 

8) Side rt. 



si. 
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II* The S reversed or common form of the Minuet. 
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6: 1), 2), 3), 4) Side 1ft with two 
movements . Cross before, 
simplified: Side 1ft 
5)f 6), 7)t 8) Turn to face LOD on 
first step of 5), and continue fwd 
facing LOD. 

Keep gaze on partner throughout this 
passing figure. 



L: same 
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Shirley Wynne. Gctaber» 1969 



III. The Presenting of the right arm. 




G: 1), 2 ), 3)y 4) Side 1ft with two L: same, 
movements. Cross before. 

Simplified: Side 1ft. 

Turn to face LOD on last step of 4), 
and take rt. hands 

5) » 6 ), 7) Fwd facing LOD 

6) Side rt 

There is no notation of the dropping 
of hands at the end of this figure, 
but it would occur on the last step, 

8 ). 
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IV. The Presenting of the Left Arm. 



I 




5 " 



G: 1) Fwd. take 1ft hands 

2) i'^inuet Hop 

3) , 4), 5) Fwd facing LUD. Release 
hands on 5). 

6)> 7 ), 8) Side rt. 



L: same 
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October, 1969 



V* Same as II. 




G; 1), 2), 3), 4) Side 1ft with two movements. L: 
Cross before. 

Simplified: Side 1ft. 

5)» 6), 7) Turn to fact LOD on first 
step of 5). Continue fwd facing LOD. 

8) Side R 






same 



Shirley wynne. uctober, 1969 



VI. The Presenting of both Arms and Conclusion. 







G: 



1 ), 2) I 3) Side 1ft with two movements, 
crass before. Turn to face LUD on last 
step of 3) 

Simplified: Side 1ft. 

4) Fwd. Take both hands with partner. 

5) Minuet Hop 

6) Fwd facing LOO 

7) 1/4 turn and Side rt. 

8) Two steps Side rt., 1/4 turn 1ft; 
demi-coupe side rt; glissez( scrape) 
behind to 3rd position with 1ft ft. 
End facing TOH 



L: same 



6), 7) Fwd facing LOO 

6) demi<-coupe fwd; demi-coupe 
with 1/2 turn to the rt on 
left ft; glissbz( scrape) to 
first position with rt. ft. 
and pli6 (bow). End facing 
TOH 



o 

ERIC 






h. 

4 



s‘ 

I 




»5> 



/* 






A. Dance Manuals 



8. Bibliograpliy. This is selected bibliography of 
dance manuals only, with brief annotations and 
locations of the original sources. Secondary 
sources which are generally available are also 
noted. 
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. For the Further Improvement of Dancing. London, 1710, 1715. BM. 

An English translation of Feuiliet's Recueil de Contredanses . Paris, 
1706, 1716 with new dances. 

. The Young Ladies Conduct. . . . London, 1722. BM. 

A book of deportment with advice on proper dancing behavior. 

Dezais, Jacques. XX° et VI^ Recueil de Dances pour L'Annee 1722. Pafie. NYDC. 
Choreographies of Balon and Pecour. 

. II. Recueil de Nouvelles Contredances. . . . Paris, 1712. HTC; 
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Feuillet, Raoul-Auger. Choregraphie. . . .Paris, 1699,1701. NYDC;BM. 
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. Recueil de Dances Compos^es par M. Feuillet, Paris, 1700. 

A companion to the manual, Chorearaohie . 

. Recueil de Dances Lomposees par M. Pecour. Paris, 1700. NYDC 
. Recueil de Dances. . . entrees de Ballet de M. Pecour. 



Paris, 1704. BM. 

A very important addition to Choregraphie . The introduction clarifies 
timing, and the dances are from Lully and Campra operas and ballets. 

. Recueil de Contredances. Paris, 1706. HTC; LC. 



A simplified version of Feuillet notation for use in reading and 
writing contredance figures. 

There are other collections of dances, and many printings of separate 
dances notated by Feuillet. Dezais published several of these. 

Pemberton, Edmond. An Essay for the Further Improvement of Dancing. . . . 
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. Le Maitre a Denser. . . . Paris, 1725; 1734, 1746. NYDC; HTC; BM. 
Also reprinted in facsimile by Broude Bros., 1967. 

A prose description of manners, ceremonies, dance steps and arm move- 
ments with many engravings by Rameau himself. The volume served as an 
instruction book for ballroom dancing, 

Sir is, P. The Art of Dancing. . .London, 17C6. HTu; BM. 

A translation of Feuiliet's Choregraphie . 
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Music for the Minuet. 

Any minuet from the period with two strains of 0 measures with a repeat, 
or 16 measures vjill s^rvu us accompaniment. Among those who wrote upprop- 
priate music arc: Johann Pa^^helbel, Johann Krieger, Franz X. Murschhauser, 
Johann K. F. Fischer, Jean-P. Rameau, G.P. Telemann, Francois Couperin. 

Airs olso accompany thu donci; notations. Almout all r.':C.irdnd versions of 
this danen ar. nut good for dancing uath..r because, of tempo, the length of 
the sections, or an insufficient number of repeats. A good source 

fur minuets is, Martens, Heinrich. Das Menuett . V.olfunouttol: lioselur, 19S8. 
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6. Background Materials 



1. The letter from the Tatler vhich describes 
the novelty of the new French notation 
system in England. 
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The Tatler. No. 88. Oct. 31# 1709 (Addison) 

From my own Apartment, October 31 • 

I was this morning awakened by a sudden shake of the house; and as 
soon as I had got a little out of consternation, I felt another, which 
was followed by two or three repetitions of the same convulsion. I got 
up as fast as possible, girt on my rapier, and snatched up my hat, idien 
iT^ landlady came up to me, and told me, **that the gentlewoman of the next 
house begged me to step thither, for that a lodger she had taken in was 
run mad, and she desired iqy advice,” as indeed every body in the \diole 
lane does upon Important occasions. I am not like some artists, 

saucy because I can be beneficial, but went immediately. Our neighbor 
told us, ”she had the day before let her second floor to a very genteel 
youngish man, tdio had told her, he kept extraordinarily good hours, and 
was generally at home most part of the morning and evening at study; but 
that this morning he had for an hour together made this extravagant noise 
wl^iich we then heard. ” I went up stairs with my hand upon the hilt of my 
raoier, and approached the new lodger’s door. I looked in at the key-hole, 
and there I saw a well-made man look with great attention an a book, and 
on a sudden jump into the air so high, that his head almost touched the 
ceiling. He came down safe on his right foot, and again flew up, alight- 
ing on his left, then looked again at the book, and holding out his right 
leg, put it into such a quivering motion, that I thought he would have 
shaked it off. He used the left after the same manner, when on a sudden, 
to ny great surprise, he stooped himself incredibly low, and turned gently 
on his toes. After this circular motion, he continued bent in that humble 
posture for some time, looking on his book. After this, he recovered him- 
self with a sudden spring, and flew around the room in all the violence 
and disorder imaginable, until he made a full pause for want of breath. 

In this interim my women asked ”what I thought. ” I whispered ”that I 
thought this learned person an enthusiast, who possibly had his first edu- 
cation in a Peripatetic way, which was a sect of philosophers, who always 
studied when walking.” But observing him much out of breath, I thought it 
the best time to master him if he were disordered, and knocked at his door* 
I was surprized to find him ooen it, and say with great civility and good 
mein, "that he hoped he had not disturbed us.” I believed him in a lucid 
interval, and desired "he would please to le*^ me see his book.” He did so, 
smiling. I could not make any thing of it, and therefore asked "in what 
language it was writ .” He said, "it was one he studied with great applica- 
tion; but it was his profession to teach it, and he could not communicate 
his knowledge without a consideration*” I answered, "that I hoped he would 
hereafter keep his thoughts to himself, for ' his meditation this morning 
had cost me three coffee-dishes, and a clean pipe.” He seemed concerned at 
that, and told me "he was a dancing-master, and had been reading a dance or 
two before he went out, which had been written by one who taught at an 
Academy in France." He observed me at a stand, and went on to inform me, 
that now Articulate MOTIONS, as well as SOUNDS, were expressed by Proper 
CHARACTERS; and that there is nothing so common, as to communicate a Dance 
by a letter. ” I besought him hereafter to meditate in a ground-room, for 
that otherwise it would be impossible for an Artist of my other kind to 
live near him; and that I was sure several of his thoughts this morning 
would have shaken my spectacles off my nose, had I been mys61f at study. 

I then took leave of this Virtuoso . and returned to my chamber, medi- 
tating on the various occupations of Rational CREATURES. 
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Background Materials 



2. Extracts from The Spectator which reveal in 
characteristic eighteenth-century wit and 
logic the place and usages of dance in the 
society of the day. 
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Budgell. Letter no. 6?t 
Saltare elegantibus 



The Spectator, Thursday May 1?» 1711 
quam necessae est probae. 

Sal. 



LUCIAN , in one of his Dialogues, introduces a Philosopher chiding his 
Friend for his being a Lover of Dancing, and a Frequenter of Balls. The 
other undertakes the Defence of his Favourite Diversion, ^ich, he says, 
was at first invented b/ the Gtoddess Rhea , and preserved the Life of Jupi- 
ter himself, from the Cruelty of his Father Saturn . He proceeds to shew, 
that it had been Approved by the greatest Men in all Ages; that Homer 
calls Merlon a Fine Dancer ; and says. That the graceful Hein and great 
Agility idiich he had acquired by that Exercise, distinguished him above 
the rest in the Armies, both of Greeks and Tro.ians . 

He adds, that Pyrrhus gained more Reputation by Inventing the Dance 
which &s called after his Name, than by all his other Actions: That the 

Lacedemonians . who were the bravest people in Greece , gave great Encourage- 
ment to this Diversion, and made their Hormus (a dance much resembling the 
French Brawl) famous over all Asia ; That there were still extant some 
Thessalian Statues erected to the Honour of their best Dancers : And that 

he wondered how his Brother Philosopher could declare himself against the 
Opinions of those two Persons, whom he professed so mudi to Admire, Homer 
and Hesiod ; the latter of \diich compares Valour and Dancing together; and 
says. That the Gods have bestowed Fortitude on some Men, and on others a 
Disposition for Dancing . 

Lastly, he puts him in mind that Socrates (who, in the Judgment of 
Apollo . was the Vlisest of Men) was not only a professed Admirer of this 
Exercise in others, but learned it himself when he was an Old Han. 

The Morose Philosopher is so much affected by these , and some other 
Authorities 9 that he becomes a Convert to his Friend, and desires he would 
take him when he went to his next Ball. 

I love to shelter wy self under the Examples of Great Hen; andt I 
think, I have sufficiently shewed that it is not below the Dignity of these 
my Speculations, to take Notice of the following Letter, idiich, I sup-tose, 
is sent me by some substantial Tradesman about Change . 

SIR, 

AM a Han in fears, and by an honest Industry in the Vbrld have acquired 
ehough to give ny Children a liberal Education, though I was an utter 
Stranger to it my self. Viy eldest Daughter, a Girl of Sixteen, has for 
some time been under the Tuition of lionsieur Rigadoon . a Dancing-Master in 
the City; and I was prevailed upon by her and her Mother to go last night 
to one of his Balls. I must own to you. Sir, that having never been at any 
such Place before, I was very much pleased and surorlzed with that part of 
his Entertainment which he called French Dancing . There were several Young 
Hen and 'jkMen, whose Limbs seemed to have no other Motion, but purely what 
the Musick gave them. After this Part was over, they began a Inversion 
which they call Country Dancing , and wherein there were also some things 
not disagreeable, and divers Emblematical Figures . Composed, as I guess, by 
Wise Hen, for the Instruction of Youth. 

* Among the rest I observed one, which, I think, they call Hunt the 
Squirrel , in which while the Woman flies the Man pursues her; but as soon 
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as she turns, he runs away, and she is obliged to follow. 

I The Moral of this Dance does, I think, very aptly reconmenfl Kodesty 
and Discretion to the Female. Sex* 

'But as the best Institutions are liable to Corruptions, so. Sir, I 
roust acquaint you that' very great Abuses are crept into this Entertainment* 
I was amazed to see iqy Girl handed by, and handing young Fellows with so 
much Familiarity; and I could not have thought it had been in the Child* 
They very often made use of a most impudent and lascivious Step called 
Setting * which I know not how to describe to you, but by telling you that 
His the very reverse of Back to Back * At laAt an impudent young Dog bid 
the Fidlers play a Dance called Mol* Pately * and after having made two or 
three Capers, ran to his Partner, locked his Ams in hers, and whisked her 
round cleverly above GFround in such mannert that I, who sat upon one of 
the lowest Benches, saw further above her Shoe than I can think fit to ac. 
quaint you with* I could no longer endure these Enormities , wherefore 
just as roy Girl was going to be made a Whirligig, I ran in, seised on the 
Child, and carried her home* 

'Sir, I am not yet old enough to be a Fool, I suppose this Diversion 
might be at first Invented to keep up a good thiderstanding between young 
Men and Inbmen, and so far I am not against it; but I shall never allow of 
these things* I know no what you will say to this Case at present, but am 
sure that had you been with me you would have seen matter of great Specula- 
tion. 



I am 

Yours* Ac* ' 



I must confess X am afraid that my Correspondent had too much Season 
to be a little out of Humour at the Treatment of his Daughter, but I con- 
clude that he would have been much more so, had he seen one of those 
kissing Dances in which WILL. HONEYCOMB assures me they are obliged to 
dwell almost a Minute on the Fair One's Lips, or they will be too quick 
for the Musick, and dance quite out of Time. 

I am not able however to give my final Sentence against this Diversion; 
and am of Mr. Cowley 's Opinion, that so much of Dancing at least as belongs 
to the Behaviour and an handsom Carriage of the Body, is extrearoly useful, 
if not absolutely necessaxy* 

We generally form such Ideas of People at first Sight, as we are 
hardly ever persuaded to lay aside afterwards: For this Beason a Man 
would wish to have nothing disagreeable or uncomely in his i\pproaches, and 
to be able to enter a Room with a good Grace* 

I might add, th?t a moderate Knowledge in the little Rules of Good- 
Breeding gives a Man some Assurance, and makes him easie in all Companies* 
For want of this, I have seen a Professor of a Liberal Science at a Loss to 
Salute a Lady; and a most excellent liathematician not able to determine 
whether he should stand or sit while my Lord drank to him. 

It is the proper Business of a Dancing Master to regulate these Matters 
tho' I take it to be a just Observation, that unless you add something of 
your o\m to what these fine Gentlemen teach you, and which they are i^olly 
ignorant of themselves, you will much sooner get the Character of an 
Affected Fop, than of a Well-Bred Man* 
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As for Country Dancing , it must indeed be confessed) that the great 
Familiarities between the two Sexes on this Occasion may sometimes produce 
vezry dangerous Consequences; and I have often thought that few Ladies 
Hearts are so obdurate as not to be melted by the Charms of Musick, the 
Force of Motion t and an handsom young Fellow who is continually playing 
before their Eyes, and convincing them that he has the perfect Use of all 
his Limbs. 

But as this kind of Dance is the particular Invention of our own 
Country, and as every one is more or less a Proficient in it, I would not 
Discountenance it; but rather suppose it may be practised innocently by 
others, as well as my self, who am often Partner to my Landlady’s Eldest 
Daughter* 



Steele, Letter no* 33^, The Spectator, Monday, March 24, 1?12. 

* . • Voluisti, in suo Genere, unumquemque nostrum quasi 
quondam esse Roscium, dixistique non tarn ea quae recta 
essent probari, quam quae prava sunt fastidiis adhaerescere, 

Cicero de Gestu. 

IT is very natural to take for our whole Lives a light Impression of a 
thing which at first fell into Contempt with us for want of Consideration* 
The real Use of a certain Qualification (which the wiser part of Mankind 
look upon as at best an indifferent thing, and generally a frivolous Cir- 
cumstance) shews the ill Consequence of such Prepossessions, What I mean 
is the Art, Skill, Accomplishment, or ^atever you wiil call, it, of Dancing* 
I knew a Gentleman of great Abilities, who bewailed the Want of this part 
of his Education to the £hd of a veiy honourable life. He observed that 
there was not occasion for the common Use of great Talents; that they are 
but seldom in Demand; and that these very great Talents were often rendered 
useless to a Man for wanfof small Attainments* A good Mein (a becoming 
Motion, Gesture and Aspect) is natural to some Ken; but even these would 
be highly more graceful in their Carriage, if what they do from the Force 
of Mature were confirmed and heighten'd from the Force of Reason. To one 
who has not at all considered it, to mention the Force of Reason on a Sub- 
ject, will appear fantastical; but when you have a little attended to it, 
an Assembly of Men will have quitd another View; and they will tell you, 
it is evident from plain and Infallible Rules, lAiy this Man with those 
beautiful Features, and well- fashioned Person, is not so agreeable as he 
who sits by him without any of those Advantages, When we read we do it 
without any exerted Act of Kemoxy that presents the Shape of the Letters; 
but Habit makes us do it mechanically without staying, like Children, to 
recollect and join those Letters. A Kan idio has not had the Regard of his 
Gesture in any part of his Education, will find himself unable to act with 
Freedom before new Company, as a Child that is but now learning would be to 
read without Hesitation. It is for the Advancement of the Pleasure we re- 
ceive in being agreeable to each other in ordinary Life, that one would 
wish Dancing were generally understood as conducive as it really is to a 
proper Deportment in Matters that appear the most remote from it, A Man 
of Learning and Sense is distinguished from others as he is such, tho' he 















never runs upon Points too difficult for the rest of the World; in like 
Manner the reaching out of the An&t and the most ordinary Motionf discovers 
whether a Man ever leamt to know what is the true Harmony and Composure of 
his Limbs and Countenance* Whoever had seen Booth in the Qiaracter of Pyr» 
rhus march to his Throne to receive Orestes « is convinced that maje stick and 
great Conceptions are expressed in the very Step; but perhaps, tho* no other 
could perfom that Licident as well as he does, he himself would do it 
with a yet greater Elevation were he a Bancer* This is so dangerous a Sub* 
ject to treat with Gravity, that I shall not at present enter into it any 
further: But the Author of the following Letter has treated it in the Essay 
he speaks of in such a Manner, that I am beholden to him for a Resolution, 
that I will never hereafter think meanly of any thing, till I have heard what 
they idio have another Opinion of it have to say in its Defence* 

Mr * SPECTATOR, [from John Vfeave^ 

*S]UCB there are scarce any of the Arts or Sciences that have not been recom- 
mended to the Vforld by the Pens of some of the Professors, Masters, or Lovers 
of then, idiereby the Usefulness, Excellence, and Benefit ariding from then, 
both as to the speculative and practical Part, have been made publick, to the 
great Advantage and Improvement of such Arts and Sciences; why should Dancing, 
an Art celebrated by the Ancients in so extraordinary a Manner, be totally 
neglected by the Modems, and left destitute of any Pen to recommend its 
various Excellencies and substantial Merit to Mankind? 

*The low Ebb to which Dancing is now fallen, is altogether owing to this 
Silence* The Art is -esteem'd only as an amusing Trifle; it lies altogether 
uncultivated, and is unhappily fall'n under the Imputation of Illiterate and 
Mechanic: And as Terence, in one of his Prologues, conplains of the Rope- 
dancers drawing all the Spectators from his Play, so may we well say, that 
Capering and Tumbling is now preferred to, and supplies the Place of, just 
and regular Dancing on our Theatres* It is therefore, in my Opinion, high 
Time, that some one should come to its Assistance, and relieve it from the 
many gross and growing Errors that have crept into it, add overcast its real 
Beauties; and to set Dancing in its true Light, would shew the Usefulness 
and Elegancy of it, with the Pleasure and Instruction produc'd from it; and 
also lay down some fundamental Rules, that might so tend to the Improvement 
of its Professors and Information of the Spectators, that the first might be 
the better enabled to perfom, and the latter rendred more capable of judging, 
what is (if there be anything) valuable in this Art. 

'To encourage therefore some ingenious Pen capable of so generous an 
Undertaking, and in some Measure to relieve Dancing from the Disadvantages it 
at present lies under, I vjho teach to dance have attempted a small Treatise 
as an Essay towards an History of Dancing; in ^ich I have enquired into its 
Antiquity, Original* and Use, and shewn idiat Esteem the Ancients had for it: 

I have likewise considered the Nature and Perfection of all its several Parts, 
and how beneficial and deli^tful it is, both as a qualification and am Exer- 
cise; and endeavour'd to answer all Objections that have been maliciously 
raised against it* I have proceeded to give an Account of the particular 
Dances of the Greeks and Romans , whether Religious, Warlike, or Civil; and 
taken particular Notice of that Part of Dancing relating to the ancient Stage, 
and in which the Pantomimes had so great a Share: Nor have I been wanting in 
giving an historical Account of some particular listers excellent in that 
surprising Art; after which 1 have advanc'd some Observations on the modem 
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Dancing, both as to the Stage, and that Part of it so absolutely necessary 
for the Qualification of Gentlemen and Ladies; and have concluded with some 
short remarks on the Origin and Progress of the Character by which Dances are 
writ down, and communicated to one liaster from another. If some great Genius 
after this would arise, and advance this Art to that Perfection it seems 
capable of receiving, what might not be e:q)ected from it? For if we consider 
the Origin of Arts and Sciences, we shall find that some of them took Rise 
from Beginnings so mean and unpromising, that it is very wonderful to think 
that ever such surprizing Structures should have been rais'd upon such ordin- 
ary Foundations. But what cannot a great Genius effect? Vho would have 
thought that the clangorous Roise of a Smith's Hammers should have ^iven the 
first Rise to Kusick? Yet Macrobius in his 2d book relates, that Pythagoras , 
in passing by a Smith's Shop, found, that the Sounds proceeding from the 
Hammers were either more grave or acute » according to the different Vi^ights 
of the Hammers, The Philosopher, to improve this Hint, suspends different 
Vfeights by Strings of the same Bigness, and found in like Kanner that the 
Sounds answer'd to the l^ights, ^is being discovered, he finds out those 
Nxunbers which produced Sounds that were Consonants t As, that two Strings of 
the same Substance and Tension, the one being double the Length of the other, 
give that Interval which is call'd Diapason , or an Eighth; the same was also 
effected from two Strings of the same Length and Size, the one having four 
times the Tension of the other. By these Steps, from so mean a Beginning, 
did this great Man reduce, idiat was only before Noise, to one of the most 
delightful Sciences, by marrying it to the Mathematicks; and by that means 
caus'd it to be one of the most abstract and demonstrative of Sciences, Who 
knows therefore but Motion, whether Decorous or Representative, may not (as 
it seems highly probable it may) be taken into Consideration by some Person 
capable of reducing in into a regular Sciencet tho' not so demonstrative as 
that proceeding from Sounds, yet sufficient to entitle it to a place among 
the magnify' d Arts, 

'Now, Mr, SPECTATOR, as you have declared your self Visitor of Dancing- 
Schools, and this being an Undertaking which more immediately respects them; 

X think my self indispensably oblig'd, before I proceed to the Publication of 
this ny Essay, to ask your Advice; and hold it absolutely necessary to have 
your i^probation; and in order to recommend my Treatise to the Perusal of 
the Parents of such as learn to Dance, as well as of the young Ladies to whom, 
as Visitor, you ought to be Guardian, 

I am SIR . 

Your most humble Servant , ' 
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Steele* Letter no* 466, The Spectator, Monday, August 25t 1712* 

* • * Vera incessu patuit Dea* 

Virg. 

WHEN Aeneas * the Hero of Virgil , is lost in the Vfood, and a perfect Stranger 
in the Place on which he is landed, he is accosted by a Lady in an Habit for 
the Chase* She enquires of him. Whether he has seen pass by that Way ahy 
young W5man dressed as she was? Whether she were following the Sport in the 
Wood, or any other way employ'd, according to the Custom of Hvintresses* The 
Hero answers with the Respect due to the beautiful Appearance she made, tells 
her. He saw no such Person as she enquir'd for; but intimates, that he knows 
her to be one of the Deities, and desires she would conduct a Stranger* Her 
Form from her first Appearance manifested she was more than mortal; but tho' 
she was certainly a Goddess, the Poet does not make her known to be the Goddess 
of Beauty till she moved: All the Charms of an agreeable Person are then in 

their highest Sxertion, every Umb and Feature appears with its respective 
Grace* It is from this Observation, that I cannot help being so passionate 
an Admirer as I am of good Dancing* As all Art is an Imitation of Nature, 
this is an Imitation of Nature in its highest Excellence, and a Time when she 
is most agreeable* The Business of Dancing is to display Beauty, and for 
that Reason all Distortions and Mimickries, as such, are what raise Aversion 
instead of Pleasure: But Things that are in themselves excellent, are ever 
attended with Dnposture and false Imitation* Thus, as in Poetry there are 
laborious Fools idio write Anagrams and Acrosticks, there are such Pretenders 
in Dancing, who think meerly to do what 6thers cannot, is to eaosel* Such 
Creatures should be rewarded like him who had acquired a i&iack of throwing 
a Grain of Com through the Ejye of a Needle, with a Bushel to keep his Hand 
in Use* The Dancers on our Stages are very faulty in this Kind; and what 
they mean by writhing themselves into such Postures, as it would be a* Pain 
for aqy of the Spectators to stand in, and yet hope to please the Spectators, 
is unintelligible* Mr* Prince has a Genius, if he were encouraged, would 
prompt them to better TEiings* In all the D^ces he invents, you see he keeps 
close to the Characters he represents* He gives to €lowns and Lubbards clumsy 
Graces, that is, he makes them practise what they would think Graces: And I 
have seen Dances of his, ;diich might give Hints that would be useful to a 
comick Inhlter* These Performances have pleas'd the Taste of such as have not 
Reflection enough to know their Excellence, because they ;^re in Nature; and 
the distorted Motions of others have offended those, who could not form 
Reasons to themselved for their Displeasure, from their being a Contradiction 
to Nature, 

l^en one considers the inexpressible Advantage there is in arriving at 
some Excellence in this Art, it is monstrous to behold it so much neglected* 

The following Letter has in it something very natural on the Subject* 

Jfc. SPECTATOR, 

'I AM a Iiddower with but one Daughter; she was by Nature much enclined to be 
a Romp, and I had no >^ay of education her, but commanding a young Woman, lAiom 
I entertain'd to take Care of her, to be very watchful in her Care and Atten- 
dance about her* I am a llan of Business, and oblig'd to be much abroad* The 
Neighbours have told me, that in iiy Absence our Kaid has let in the spruce 
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Servants in the Neighbourhood to Junketings, ^iiile my Sirl play'd and 
romped even in the Street. To tell you the plain Truth, I catched her once, 
at eleven Years old, at Chuck-Farthing, among the Boys. This put me upon 
new Thoughts about my Child, and X determin'd to place her at a Boarding- 
School, and at the same Time gave a very discreet young Gentlewoman her Main- 
tenance at the same Place and Rate, to be her Companion. I took little No- 
tice of my Girl from Time to Time, but saw her now and then in good Health, 
out of Harm's way, and was satisfied. But by much Importunity, I was lately 
prevailed with to go to one of their Balls. I cannot express to you the 
Anxiety my silly Heart was in, when I saw my Bomp, now fifteen, taken out: I 
never felt the Pangs of a Father upon me so strongly in my idiole Life before; 
and I could not have suffered more, had my idiole Fortune been at Stake. My 
Girl came on with the most becoming Modesty I had ever seen, and casting a 
respectful P^e, as if she feared me more than all the Audience, X gave a Mod, 
which, X think, gave her all the Spirit she assumed upon it, but she rose 
properly to that Dignity of Aspect. I'y Romp, now the most graceful Person of 
her Sex, assumed a Majesty which commanded the highest Respect; and idien she 
turned to me, and saw my Face in Rapture, she fell into the prettiest Smile, 
and I saw in all her Motion that she exulted in her Father's Satisfaction. 

You, Mr. SPECTATOR, will, better that X can tell you, imagine to your self all 
the different Beauties and Changes of Aspect in an accomplished young VIbman, 
setting forth all her Beauties with a Design to please no one so much as her 
Father. Girl's Lover can never know half the Satisfaction that X did in 
her that Day. X could not possibly have imagined, that so great Improvement 
could have been wrought by an Art th t X always held in it self ridiculous and 
contemptible. There is, X am convinced, no Method like this, to give young 
VA)men a Sense of their own Value and Dignity; and X am sure there can be none 
so expeditious to communicate that Value to others. As for the flippant in- 
sipidly gay and wantonly Forward, whom you behold among Dancers, that Carriage 
is more to be attributed to the perverse Genius of the Performers* than im- 
puted to the Art it self. For my Part, ny Child has danced her self into my 
Esteem, and X have as great an Honour for her as ever X had for her Mother, 
from whom she derived those latent good Qualities which appear'd in her Coun- 
tenance when she was dancing; for ny Girl, tho* I say it my self, shew'd in 
one Quarter of an Hour the innate Principles of a modest Virgin, a tender lilife, 
a generous Friend, a kind Mother, and an indulgent Mistress. X'U strain hard 
but X will purchase for her an Husband suitable to her Merit* X am your Con- 
vert in the Admiration of what X thought you jested when you recommended; and 
if you please to be at ny House on Thursday next, I make a Ball for ny Daughter, 
and you shall see her dance, or, if you will do her that Honour, dance with her. 



I am. Sir . 

Your most humble Servant. 



Philipater. ' 




I have some Tine ago spoken of a Treatise ^^ritten by Mr, Weaver on this 
Subject, which is now, I understand, ready to be published. This Work sets 
this Matter in a very plain and advantageous light], and I am convinced from 
it, that if the Art was under proper Regulations, it would be a xnechanick way 
of implanting insensibly in Minds not capable of receiving it so well by any 
other Rules, a Sense of Good Breeding and Virtue. 

Were any one to see Mariawne Dance, let him be never so sensual a Brute, 

I defy him to entertain any Thoughts but of the highest Respect and Esteem 
towards her. I was shew’d last ]feek a Picture in a Lady*s Closet, for which 
she had an hundred different Dresses, that she could clap on round the Face, 
on purpose to demonstrate the force of Habits in the diversity of the same 
Countenance. Motion, and change of Posture and Aspect, has an Effect no less 
surprising on the Person of Mariamne when she Gances, 

Chloe is extreamly psretty, and as sil!l;jc as she is pretty. This Ideot has 
a very good Bar, and a most agreeable Shape; but the folly of the Thing is 
such, that it smiles so impertinently, and affects to please so sillily, that 
while she Dances you see the Simpleton from Head to Foot. For you must know 
(as trivial as this Art is thought to be,) no one ever was a good Dancer, that 
had not a good Understanding. If this be a Truth, I shall leave the Reader to 
Judge fi"cm that Kaxim, what Esteem they ought to have for such Impertinents as 
fly, hop, caper, tumble, twirl, turn round, and jump over their Heads, and, in 
a Word, play a thousand Pranks which many Animals can do better than a Man, 
instead of perfonolng to Perfection fdiat the humane Figure only is caj>able of 
performing. 

It may appear odd, that I, idio set up for a mighty Lover, at least, of 
Virtue, should take so much Pains to recommend what the soberer Part of Mankind 
look upon to be a Trifle; but, under Favour of the soberer Part of Mankind, I 
think that they have not enough considered this Matter, and for that Reason 
only disesteem it. I must also, in ny own Justification say, that I attempt 
to bring into the Service of Honour and Virtue every Thing in Nature that can 
pretend to give elegant Delight. It may possibly be proved, that Vice is in 
it self destructive of Pleasure, and Virtue in it self conducive to It. If the 
Delights of a free Fortune were under proper Regulations, this Truth would not 
want much A]^ument to support it; but it would be obvious to etoery Man, that 
there is a strict Affinity between all Things that are truly laudable and 
beautiful, from the highest Sentiment of the Soul, to the most indifferent 
Gesture of the Body. 






B. . Background Materials 

3* Extracts from John Essex* Instruction book on 
genteel behavior. Essex was a dancing master 
and a perfoimer on the London stage. It was 
the custaa in his profession to tutor well-bred 
young ladies in correct decorum and address. 
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The Young Ladles Conduct or Rules for 
Several Heads; with Instruction upon 
and Advice to Young Wives. J» Essex. 



Education t [London t 1721^ Under 
Dress , both before and after Harriaget 
j^ohn Esse^ 



Chapter V: Of Hodesty and Chastity • to be observed in the Education of Young 
Ladies* as to the point of Behaviour in the Exercises of Dancing* Musick* and 
other Diversions. 

Your outward Behaviour* Ladies* if serious* compos'd* and easy* has a 
most engaging Charm in it; it procures you Esteem from the Men* and Qualifies 
you to appear in the Vforld to Advantages For from the Cbservation of a wanton 
Step* the Judicious and Polite* will easily guess at the inward Disposition of 
your Heart; and from thence vexy justly infer that a li^t Carriage and De* 
portment* are certain Indications of a loose and roving Mind* too mucdi addicted 
to Folly and Bagatelle. 

Let sudi* if they please* practice the jetting short Step in Dancing* the 
wanton turn of the Head* the leering Look* the flirt of the Fan* and the dis- 
agreeable Motion of the Hips; but I caution Wbmen of Virtue against these 
awkward and unseemly Airs * upon pain of the Censure of their own Sex* and the 
Raillery* as well as the Gomtempt* of the Men: For if such Persons would but 
seriously consider the unbecoming Gestures these extravagant loose Airs give 
the WDmen who practice them, they would not only forbear imitating of them* 
but be even out of Countenance with themselves* and out of conceit with those 
who are so vain as to do so« 

A woman of Virtue and good Breeding then* ought not to think it beneath 
her Care and Study* to cultivate the Graces of outward Mein and Figure* which 
contribute so considerably towards making her Behaviour acceptable; for as 
from the happy Disposition of the Hands* Feet* and other Parts of the Body* 
there arises a genteel Deportment; so ^en vje see a Lady Standing in a true 
Position* or adjusting of herself properly in Walking* Dancing*^ or Sitting* 
in a graceful Manner* we never fail to admire that exteriour .§i^ Excellence of 
Form, and regular Disposition* suited to the Rules of Decen<y* Hodewty* and 
good Manners. 

Under this Head of Behaviour* that of Complaisance naturally falls; and 
this is a piece of good Breeding* that blends all Orders and Ranks of People 
together in a friendly Society of Vbrds and Actions* so far as they are con- 
sistent with the rules of Morality and Religion. 

Complaisance is highly commendable in all* but sparkles like a Diamond in 
the Fair Sex; it always carries an intrinsick Value iiith it* and is a real 
Jewel whenever tender'd; nay* oftentimes in spite of many Faults and Blemishes, 
keeps up your Reputation in the World. A Kind of obliging Wbrd* or pleasing 
Look* from one in a superiour [si<0 Station* is strangely engaging* and steals our 
Hearts insensibly away. Nay, Laides* give me leave to observe* That generally 
speaking* you are the Religious observers of the Several Degrees of Civility. 

Those of your Sex* who are superiour in Rank to one* are pexhaps below 
another; »nd yet you know how to compare the civility you pay* with what* in 
Justice* you eiqpect: If then at any time you meet with a cold and neglectfvd 
Treatment from one above you, pray* Ladies* be so kind and indulgent to your 
selves* as to examine your own Hearts* your own Capriciousness* and Resentments* 
and then Reflect* whether you have not given the like to others Inferior to 
your selves* You ought therefore to resolve never to offer that to another* 
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'which you your selves so much dislike; and this may easily be done# by ob- 
serving this single Rule, whereby you may convert a seeming Injury into a 
real Benefit ; Make the ill-nature of others your own Discipline, and Polish 
yourselves bv their Roughness ; In a Vford, Complaisance is so effectual a 
Means of making us easy in the Vbrld among our Equals, and recommending us 
to tne Esteem of Persons of Distinction, that I can only say you are so mucdi 
more happy than we, as to this particular, that what is Art with us, is a 
second Nature with your Fair Sex; it flows so easy from you, that it seems 
to be an Intimate in your softer Breasts, 



Chapter VI; Of Industry^ and the Abhorence of Idleness. 



The Hours haste on; we are in no haste to mind’em, (sifl but leave all to 
Futurity; and still procrastinate the future Day* Nhat a part of Life we 
spend in doing Nothing, and how large a share in doing Mischief? How few 
there are that put a value on their Time, who mind the Course of Days, or 
will embrace a happy Hour that offers. We ought to be vigilant, and put 
every Opportunity into Action; snatch hold of every fleeting Moment; for 
unless we make haste , the Night will shut in upon us t Our best Days are 
quickly gone, and xforse succeed them. 

Therefore pse all your Diligence and Industry in Youth, while Time, and 
Health, and Strength, will give you leave; for while you are thinking of the 
Enjoyments of full Age and Vigour, Diseases and old Age steal in upon you. 

Then lose no Time, or part of Time, or think those to be Friends who rob you 
of your precious Moments; for whatever you can do in your gay and youthful 
Years, instantly perform; for that’s the time to sow the fruitful Seeds of 
Industry and Virtue. 

I speak not so severely, as to confine you always to one sort of Labour, 
Exercise, or Diversion; but to please your own Fancies in Variety: Sometimes 
Head, to Write, to Meditate or Reflect on what you Read, and to Comtemplate; 
(six^ sometimes to Walk, or Dance, or Sing, to play upon a Musical Instrument, ^ 
or use any Modest and Decent Exercise; and to refrain from no fitting honour- 
able Vfork or Labour, whereby to imploy your selves; nay, to do every thing 
that is Creditable and Useful, lest you should be lazy, and do nothing. 



Chapter VII. 

The next thing that falls under my Consideration is that of Exercis e and 
RBcreation . proper towards Forming and Preserving the Body in a State of^Health, 
Beauty, and Vigour, as Walking , Dancing . Mttsick . and other innocent Amusements . 

Diversions of one kind or another, are so absolutely necessary towards 
enlivening the Mind, refreshing the Bo^, and Preserving of Health, that they 
ought r 40 t to be deny'd young Ladies in a moderate Degree; but then Prudence 
and Discretion are requisite in the Choice of them: Namely, that they be inno- 
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cent and suitable to their Quality • Condition and Circumstance; as also 
proper and decent for the Fair Sex» and not too long continued# or practiced 
with Excess: For tho' Diversions that are well timed# and discreetly chosen# 
cannot be blamed; yet even innocent Recreations, immoderately used# may be 
deem’d Criminal in the £ye of the Iforld and occasion Scandal and Reproach# 
without apy Offence intended# 

Some Ladies are so often invided# or as it were# bespoke to merxy Meetings 
for their Wit# Humour# and facetious Conversation, that one would almost con- 
clude they made it the Business of Life: They have their Intelligence from 
iUbroad# where to meet with Company# and trifle away their Time; which# for 
want of proper Diversions, arid ingenious Ebiployments # seems to hang upon their 
Hands# and becomes tedious to them. 

But if I might be permitted to make free with such of you as have your 
Heads at Work every Morning as soon as you wake# how you shall dispose of 
your selves the following Oay; I would plainly tell you, rise from your Beds 
as soon as you awake t and perform the necessary Acts of Devotion; then em- 
ploy an Hour or two in rea^ng some pious# serious# or useful Book; and after- 
wax^ bestow a little time in Reflection upon what you have read# and on the 
Business or Diversion of the coming Day# what Temptations you may be expos'd 
to# and how you may guard against them# or avoid them: Consider with your 
selves the Employments# or curious Vbrks you are engaged in# and how to pros- 
ecute them with the greatest Advantage to your selves# the Satisfaction of your 
Friends and Instructros; and lastly# how far such commendable Amusements# as 
well as Improvements# will gain you the Esteem of Mankind* 

If you are pleas'd to make Merry at this# as Instructions too Grave and 
Rigid for your tender Years; take this Advice along with you# that the Faults 
I here condemn# if not Reform'd# and your persisting in such vain Humours# will 
make you so well known# and so ridiculous# that you will at length become the 
Jest# not the Wit# of the Company# tho' the last Persons to find out your own 
Folly. Believe me# the Hjsre can as soon satiate the Stomach# as these Irreg- 
ularities bring Satisfaction to a sensible thinking kbman# upon a just Reflec- 
tion of the Insufficiency of Humour to gratify Reason. Besides# tdien a young 
Lady of Beauty or Foxtune# is fond to expose herself too frequently to publick 
View# she loses the Advantages of being Admired as she desired# or Valued as 
she expects. 

Ws are generally apt to foxm such Ideas of the Fair Sex# at first sight 
as we are hardly ever after perswaded fslo^ to lay aside; for this Reason a 
young Lady should take Pains in her Education# and diligently mind the Instruc- 
tions of her Master# to have nothing disagreeable in her Step# or xmcomely in 
her Approaches; but be able to enter a Room with a good Grace# and to quit it 
with an easy Deportment# without too much Air of Aukwardness QsicQ* Among the 
Exercises of Use cmd Innocency that of Walking is a vexy general and necessaxy 
one; and I must needs say# nothing sbts you off better than a modest# free# 
and gi’a^ftil Motion in Walking; your Air# your Shape# your Choice in Dress# 
are here agreeably e;q>ress'd; but above all# the fine Turn of the Head and 
Neck# the Uprightness of the Body# and the Decorum of the Feet# at once point 
out to us good Sense# Symmetry# and regular Education. There are none can Walk 
well# but with Instx^ction and i^>pli cation# may Dance well; but mazy may Dance 
Agroeably so# who never can be brought to Walk with proper Air and Action; I 
.mean with such a decent Grace and Freedom# as scorns All Affectation. 
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But don't nistakd mef Ladles • for tho' X recommend l^alking as an useful 
SBsrcise, yet I do not mean publick Walking in the Mali* and other Places of 
that kind; but in the Groves and Gardens of your several i^artments, and in 
the private Fields and Walks in your adjacent Neighbourhood. This done with 
Itoderation, two or three times a Day in Summer, and once in Winter, will add 
Strength and Activity to the Limbs, Health and Sprightliness to the whole 
Body. 

Dancing comes next to be consider'd, as an Exercise, as well as a Diver- 
sion; for altho' other Arts and Sciences have their peculiar Use in Life, and 
are valuable in Education; yet few, if at^, are so Necessary and Advantageous 
as this, especially under a good Master, who is capable of improving his 
Scholars, every Lesson they shall take. Several Children in Infancy are fre- 
quently Weak, and have many Defects of Bod|y.; an(^I reckon those who are 
crooked or ill«shap'd. Splay-footed, Baker^kneed ^i^ » or or an aukward (si^ 
Gate, ought to be the first Persons \Aio should learn xo Dance; not because 
they are aukward only, but because it is high time to correct the MLsformation 
of Parts, and acquire such a Habit of Body from Dancing, and the Master's Rules 
of Position, as shall cure, or at least make their Defects less visible. Chil- 
dren should be taught to Dwce as sdon as they are capable of learning, that is 
as soon as they can well Walk; the /dvantage whereof is this, that it 
strengthens the Blbres, confirms the Tone of the Parts, and fashions the ^ole 
Body to a graceful add becoming Carriage: So much therefore of Dancing as 
belongs to the Behaviour, and handsome Deportment of the Body, is not only 
useful, but absolutely necessaxy, 

I may add, that a moderate IGiowledge in the Rules of good Manners, 

Civility and Morality, plentifully interspersed in these Pages, as necessary 
Princifkles to Education, will give the Fair Sex a better Taste of good Breed- 
ing, and a i^re decent and becoming Assurance in Conversation; to this let me 
subjoyn &ic] one Caution with regard to Dancing, that it be always perform'd 
with Modesty and Moderation. Dancing has something in it wonderfully pleasing 
to the lyes of the Spectators, as well as it is engaging to the Fancy of the 
Perfomers, idien it cherishes with great Sprightliness and Alacrity; but it 
is a great Fault in many Ladies, who first encourage or promote Dancing, and 
then are unwilling to give over till they tire the Company^ which looks too 
much like Vanity or Affectation. Dancing, tho' perform'd to the greatest Per- 
fection imaginable, loses all its Beauties, and fatigues the Spectators by its 
long Continuance. 



Qiapter VIII: Proper Bnployments , or Curious Works, Suited to the Capacity, 
Genius, Strength, and Constitution of every Person that comes under the Care 
and 3Dfistruction of a Master or [distress. 



li^hen young Ladies are engaged in private Dancing, idiether in Country or 
French Dances, they are to be careful, lest by any means they appear Defective; 
yet if aiy one be taken out, and can Dance, she is not to refhse, for fear of 
being thought singular and morose: For it is better to expose herself to a 
little Confusion to preserve her Complacency to the Gompary, than to be suspectec 
of want of Manners in declining or refusing; having finished her Dance, let 
her modestly retire to her Seat, and behave herself with such Circumspeotion and 
Ease, as may gain her the just Esteem due to her Merit. 
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B. Backgrofund Materiaid^ 

*» 

4 . Outline of the develoiment of the French 

Academy of dance. The course of this f 

Academy ran parallel to the continuance 

of the old musicians Guild which DuManoir | 

defended with such petulance and notable | 

lack of success. (See detailed outline 
of Source Book, Appendix II.) 
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(this was not a Beauchamps 0^76-t739), Blondi (1675- 

training schooi) 1739) teacher of Marie 

Salle. Hme Prevost 
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